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OB ABTOPE 

** PocnaBJieBa HaTaniM IleTpoBHa ( 1907 - 1977 ) - nacKBHJWHiiia, oflepmiMafl 
cf)aHaTKa KJiaccHHecKoro OaneTa, BectMa npH6jiH3HTejibHO pasOnpaiomaacM b TeopHH 
TaHpa, h coBceM Hnnero He noHHMaiomaa no cym TaHpa. Cpenana mhokcctbo 
npeTeHHH03Hbix, npepB35iTbix, jdkhbbix h 6e3poica3aTejibHbix yM03aKjnoneHHH o 
Ae^TejibHOCTH ^yHKaH. B cbohx H3MbmiJiefflnix pyKOBO^CTBOBanacb, Bepo^rrao, 
OaHajibHoii 3aBHCTbio. B cyjicpeHHflx oniipanacb, b nepByio onepepb, Ha cboh 
jiHHHbie "peTCKne" nepemiBaHHfl. 3aTeM Ha "BbiBopbi" Heicoro, y>Ke ceroproi paBHO 
M 3a6biToro BJiacTHTeira pyM", SaneTOMaHa AxHMa JlbBOBHna BojibiHCKoro ( 1863 - 
1926 , HacToaipee hms cDnexcep XanM JIeH6oBHn), akoSbi "oKcnepTa" TaHpa, xota, 

Ha caMOM pene, Bcero jihhib apMHHHCTpaTOpa ophoto H3 6ajieTHbix ynpe>K,neHHH. K 
3TOMy BceMy, eipe Ha ophoto 3aKOCTeHejioro h opTopoxcajibHoro 6ajieTHoro 
(j)HrypaHTa - Bacnjimi ^MHTpneBHHa TnxoMHpOBa ( 1876 - 1956 ), «H3yMHTejibHoro 
xaBajiepa h TaHpoBipHKa», He HMeioipero pa>xe 6a30Boro TeopeTHnecicoro 
o6pa30BaHmi, ho 3aTO SeccTpaniHO ocnapHBaBmero HOBaTOpcTBO TopCKoro, npaBOTy 
CTaHHCJiaBCKoro h CHCTeMHbie nojio>KeHH5i TaHpeBanbHOH TeopHH ^yHKaH. Taioxe 
KaK, He BCflKHH BbinyCKHHK (J)HJIOCO(j)CKOrO (J)aKyjIbTeTa flBJHieTCfl (J)HJIOCO(J)OM, Tax H 
He bc^ikhh HCTopHK TaHpa hjih KpacaBep-SanepyH MO)xeT MHHTb ce6fl sxcnepTOM b 
paHHoil o6jiacTH. TiiaBHOH Hejibio CTaTbH PocjiaBJieBOH, nceBAO-HaynHbix ceHTeHpHH 
BojibiHCKoro h HCTepHnecKHx naHernpHKOB TnxoMHpOBa, 6bijio jxejiaHHe onoponHTb 
H npHHH3HTb 3HaHHMOCTb CHCTeMbI ^yHKaH. IIpHHeM, BCe 3TO, npH JIHpeMepHblX 
peMapxax o ’TnySoxoM yBa>xeHHH" k jihhhocth "BbipaioipeHCfl TaHpoBipnpbi". 
rOJIOCJIOBHbie BbIBOpbl 3TOH (b TOM HHCJie) "KOMnaHHH", Tenepb 6e3flyMHO 
noBTOpaiOT npaKTHnecKH Bee 6ajieTOMaHbi no BceMy MHpy. B HaBfl3HHBOM jxejiaHHH 
B03BBICHTBC5I Hap TeM 3IK06bI "He CTOflipHM 0 C 06 eHH 0 " T3HpeM ^yHKaH, KOTOpblH 
ohh HacTOHHHBO h HenpepbiBHO, noneMy to h He nomrrao 3aneM, nbiTaiOTca 
"ncnpaBHTb h yjiynmHTb" b paMax CBoeii KJiaccnnecKOH SajieTHO-pnpKOBOH 
aHaTOMHnecKOH axpoSaTHKH. 

\\ 

** Roslavleva, Natalia (1907-1977) is a slanderer, an obsessive fan of classical 
ballet, the least bit close to the theory of dance, and does not understand anything 
about the essence of dance. Made a lot ofpretentious, biased, deceitful and 
unsubstantiated conclusions about the activities of Duncan. In her fabrications she 
was probably guided by banal envy. In the judgments, she relied, first of all, on her 
personal ''children's'' experiences. Then on the ''conclusions" of a certain, already 
today long-forgotten ruler of thoughts, the ballet fanat man Akim Volynsky (1863- 
1926, real name Flexer Haim Leybovich), ostensibly dance "expert", although, in 
fact, just the administrator of one of the ballet establishment. To this, one more 
stagnant and orthodox ballet figurine - Vasily Tikhomirov (1876-1956), an “amazing 
cavalier and dancer" who did not even have a basic theoretical education, but 
fearlessly challenged Gorsky's innovation, the correctness of Stanislavsky and the 



system positions of Duncan's dance theory. Also, as not every graduate of the Faculty 
of Philosophy is a philosopher, and not every dance historian or handsome bailer 
can think of himself as an expert in this field. The main purpose of the Roslavleva 
article, Volynsky's pseudo-scientific statements and Tikhomirov's hysterical 
panegyrics, was the desire to discredit and diminish the importance of the Duncan 
system. Moreover, all this, with hypocritical remarks about "deep respect"for the 
personality of "an outstanding dancer." The bare conclusions of this (including) 
“company ” are now thoughtlessly repeated by almost all ballet dancers around the 
world. In an obsessive desire to rise above that allegedly “notparticularly worthy” 
Duncan dance, which they are trying to “correct and improve” in the frames of their 
classical ballet-circus anatomical acrobatics. 


P0CJ1ABJIEBA (PeH3) HaTajina IleTpOBHa (22.2.1907, MocKBa, - 3.1.1977, TaM 

ace), COBeTCKHH KpHTHK, HCTOpHK SaJieTa, nepeBOflHHK. KaHAH^aT HCKyCCTBOBefleHHfl 

(1968). Yunjiacb b Xopeorpacjmn. ynnjinme hm. JlyHanapcicoro (1930). OicoHHHJia 
(Jmjiojiothh. <J)aKyjiBTeT Mry (1950). Abtop khht, aHajinTnu. n kphthh. craTeS no 
SaneTy b c6opHHicax, nepno^nn. nenaTH, 3HnnKJioneAnax. Pa^ ee pa6oT 
ony6nHKOBaH 3a py6eacoM. 

Con.: CnaBa coBeTCKoro OaneTa, "HeBa", 1957, No 1; KompacTti, "T", 1968, No 10; 
CTapenmnn xopeorpa(J) 3ctohhh, TaM ace, 1971, No 8; EaneT Top^a", "M7K", 1958, 
No 6; HcxyccTBO cf)paHpy3CKoro 6aneTa, TaM ace, 1958, No 10; CTaHOBJieHne 
HannoHajiBHon xopeorpacf)HH, TaM ace, 1958, No 21-22; Benep oflHoaKTHbix SaneTOB, 
TaM ace, 1959, No 2; AMepmcaHCKnii TeaTp 6aneTa, TaM ace, 1960, No 19; EaneT 
cbo6oahoh Ky6ti, TaM ace, 1960, No 24; "Hmpa", TaM ace, 1961, No 12; Ha 
cneKTaKJiax KHTancicoro 6aneTa, TaM ace, 1961, No 20; TacTponn aMepnKaHCKoro 
SaneTa, TaM ace, 1962, No 18; M. nnncenican, TaM ace, 1963; No 2; Mojioaoh 6aneT 
RnoHnn, TaM ace, 1966, No 22; CHOBa b MocKBe. racTpoan SaneTHon Tpynnbi 
'TpaH/i-Onepa", TaM ace, 1970, No 6; BepHoe n cnopHoe. HoBaa nocTaHOBKa 
"JleSeAHHoro 03epa" b EontmoM TeaTpe CCCP, TaM ace, 1970, No 12; 'TaMJieT" Ha 
SaneTHOH cneHe, TaM ace, 1971, No 12; HacneAHHtcn HoBeppa, TaM ace, 1972, No 10; 
,U,ecaTb JieT cnycTa. racTpoan Tpynnbi "Hbio-HopK chth SaneT", TaM ace, 1973, No 
2; HaTanna EeccMepTHOBa, TaM ace, 1973, No 10; TaHpeBanbHaa Tpynna Xoce 
JlnMOHa, TaM ace, 1973, No 13; PonaH Hera n 6aneT ropofla Mapcena, TaM ace, 1974, 
No 18; "BaHeMynHe” My3bncanbHbin. Ha Sanerabix cneKTaicnax, TaM ace, 1976, No 1; 
Ahtjihhckhh 6aneT, M., 1959; TeaTp n nixona, "CM", 1961, No 9; Cnaa 
HapnoHajibHbix Tpa^npHn, TaM ace, 1961, No 12; Tocth H3 CIIIA, TaM ace, 1964, No 
6; OnacHbie TeH^eHnnn, TaM ace, 1964, No 11; Pa3TOBOp xopeorpa(])OB, TaM ace, 

1967, No 2; Ero acn3Hb, ero ^eno, b c6.: B. ,2,. Thxomhpob, M., 1971; CeMba neTnna 
b EBpone, b c6.: Mapnyc nerana, JL, 1971; Mapnc Jlnena, M., 1978; Stanislavski 
and ballet, N. Y., 1965; Era of the Russian ballet, N. Y., 1966; Prechistenka 20: the 
Isadora Duncan school in Moscow, N. Y., 1975. 

[EaneT. 3HUHKnoneflna, C3, 1981] 
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About the Author 
06 auTope 

This is Natalia Roslavleva’s second monograph for Dance Perspectives and a worthy 
successor to DP 23, “Stanislavski and the Ballet, ” which was published in 1965 and 
won its author the Prix Docteur Honoris Causa de l ’Universite de a Danse, Paris. 

\\ 

3to BTOpaa MOHorpa(f)iM HaTaHBH PocjiaBJieBoii pim ncypHana «TaHE],eBajEE>HE.ie 
nepcneKTHBi.i» h npo^oiDKeHHe MaTepuajia Tn N° 23 «CTaHHCJiaBCKHH h 6ajieT», 
KOTOpan 6i.ina onySmiKOBaHa b 1965 roAy h o6ecneHHJia aBTOpy 3BaHHH noHeTHE.ra 
flOKTOp YHHBepcHTeTa OpaHiiHH b napHHce. 

Since her last appearance in this journal, Madame Roslavleva has published Era of 
the Russian Ballet (in English, 1966), an enlarged edition of Maya Plisetskaya 
(1968), “Tikhomirov, his life, his work’’ in Vassily Dmitrievitch Tikhomirov (1971), 
and “Petipa’s Family in Europe” in Marius Petipa (1971). Maris Liepa is to be 
published in Moscow this year. She also continues to write for numerous Soviet 
magazines and encyclopedias as well as contributing regularly to the London 
Dancing Times. 

\\ 

Co BpeMemi cBoero nocjEeAHero noHBJieHHH b ttom ncypHane, Ma^aM PocjiaBJieBa 
onySuHKOBajia «3py pyccKoro 6aneTa» (Ha aHniHHCKOM fl3E.nce, 1966), pacniHpeHHoe 
H3flaHHe KHHTIl MaHH njIHCeHKOH (1968), «THXOMHpOB, ero 5KH3HB, ero 
TBOpHecTBO» b KHHre BacHJiHH ^MHTpHeBHH Thxomhpob (1971), h «CeME>n neTHna 
b EBpone» b KHHre Mapnyca nerana (1971). Mapnc Jlnena BEJHAeT b cbct b 3tom 
roAy b MocKBe. OHa TaKHce npOAOJEncaeT nncaTE. MHoroHHCJieHHi.ix cobctckhx 
HcypHajiOB h THHHKJioneflHH, a TaKHce peryjwpHO nnineT «JIohaohckoto 
TaHH,eBajii>Horo BpeMeHH». 

Madame Roslavleva studied ballet at the Lunacharsky Choreographic Technicum in 
Moscow and also worked privately in ballet and “plastique ” with Vera Mosolova, 
Vera Maya, Lyudmilla Alexeyeva, and Valeria Tsvetayeva. She graduated from the 
University of Moscow in English Philology and in 1970 became a Candidate of 
Science (Arts). 

\\ 

Ma^aM PocjiaBJieBa ynujiacE. 6ajieTy b xopeorpa(f)HHecKOM TexHHKyMe hm. 
JlyHanapCKoro b Mockbc, a TaKHce pa6oTana b hbcthom 6ajieTe h «njiacTHKe» c 
Bepoii Mocojioboh, Bepoii MaileS, JIeoamhjeoh AneKceeBOH h BanepHeii 
IJ,BeTaeBOH. OKOHHHJia MoCKOBCKHH yHHBepCHTeT no aHrJIHHCKOH (j)HJEOJEOTHH H B 
1970 ro Ay CTana KaHAHAaTOM HayK. 

This monograph, like “Stanislavski and the Ballet, ” was written for Dance 
Perspectives in English. 

\\ 

3Ta MOHorpa(J)HH, Kax h «CTaHHCJiaBCKHH h 6ajieT», 6i.iJia HanncaHa 
<<TaHueBajiE.HE.ie nepcneKTHBE.i» Ha aHTJiHHCKOM n3E>iKe. 
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Introduction 

BnefleHne (npe^ncjiOBne) 

[] Below: “Glimpsess, ” number 1, page 1, May, 1921. Natolia Roslavleva's editorial 
tells of the birth of the “Socity of Young Duncanists ’ and expounds its aims. 

\\ Hroice: «npo6jiecKH», HOMep 1, CTp. 1, Man 1921 ro,na. nepeflOBan CTaTbn HaTajibH 
PocjiaBJieBoii paccKa3tiBaeT o pojK^eHHH «06mecTBa IOhbix ^yHKaHHCTOK)) h 
H3JiaraeT ero pejiH. 

The story starts in a small town of southern Russia. The time is 1920. My father, an 
eminent professor of zoology, had just died, and my mother had to resume teaching 
English. A lonely girl in my teens, I was left, out of necessity, very much to myself and 
my own world of fantasy. I composed poetry and had wanted to dance since I was 
five. In 19201 attended a ballet class given by a former Maryinsky ballerina 
temporarily residing in our town. I found it stilted. 

\\ 

HcTOpiM HanimaeTCfl b MajieHbKOM ropoflice Ha lore Pocchh. BpeMn - 1920 ro,zi. Moil 
OTeu, BBmaiomHHCfl npocjieccop 300jiothh, tojibko hto yMep, h MoeM MaTepn 
npHinaocB bo3o6hobhtb npenoflaBamie aHniHHCKoro H3bnca. OAHHOKaa ^eByimca, 
Kor/ia n 6 tiJia eipe no^pocTKOM, BbiHy>K,neHHO, n ocTaBanacb caMa no ce 6 e, oneHb 
flOBOJIbHaa C 060 M H CBOHM COOCTBeHHbIM MHpOM <j)aHTa3HH. A COHHH5IJia CTHXH H 
xoTena TaHpeBaTb c nra neT. B 1920 ro^y n nocemana ypoicn OaneTa, KOTOpbiil 
^aBana ObiBinan MapHHHCKan OajiepHHa, BpeMeHHO npomiBaiomaii b HameM ropo^e. 
A Hannia ee HeecTecTBeHHon (BbicoKonapHon, HanbimeHHon). 

Then, in a bookcase abandoned by the previous lodgers, I discovered some copies of 
pre-Word-War-I art magazines. Numberous photographs of Isadora Duncan and 
articles about her came to view. For me, they had the effect of a revelation. So this 
was the real meaning of Dance! 

\\ 

3aTeM b kiim/Kiiom LHKa(j)y, ocTaBJieHHOM npenbinymniviM muibpaMH, n oonapy>KHjia 
HeCKOJIbKO 3K3eMnJI5IpOB XyflO)KeCTBeHHbIX JKypHaJIOB, BbinymeHHbIX gO BOHHbl. 
MHoronncjieHHbie (J)OTorpa(J)HH Ance^opbi ^ymcaH n cTaTbn o Hen 6biJin 
BHHMaTejibHO npocMOTpeHbi n nponnTaHbi. finn Memi ohh hmcjih 3<j)(J)eKT 
OTKpOBeHHfl. 3 t 0 TO, HTO 6bIJIO HaCTOIHIIHM CMbICJIOM Tami,a! 

Eager to share my enthusiasm with the girls at school, I founded, then and there, a 
“Society of Young Duncanists. ” We met in the garden of a shabby summer house to 
look at those pictures and try to imitate them—a rather poor spectacle, as I see it 
now. 

\\ 

CTpeMJicb noflenHTbCfl cbohm 3HTy3na3MOM c ^eBOHicaMH b imcone, n Tyr >Ke 
ocHOBana «06mecTBO IOhbix ,Z],yHKaHHCTOK». Mbi BCTpeTHJincb b ca^y b botxom 
neTHeM flOMHKe, hto6bi CMOTpeTb Ha 3th KapTHHKH h nbiTaTbcn nonpa>KaTb hm - 
flOBOJibHO )KajiKoe 3pejinme, Kaic a 3to BH>xy cennac. 



More important was my starting a journal of the Duncan Society entitled Probleski 
(Glimpses of Light). Partly a scrapbook containing whatever I could lay my hands on 
about Isadora, Its original articles were written by hand. Among other things, the 
editorial in Number 1 of May, 1921, said that a dancer should be an artist in 
movement—I could subscribe to that idea today. 

\\ 

Eonee Ba>KHi,iM 6 lijio to, hto x Hanajia Becra >xypHaji ^yHKaHOBCKoro oSipecTBa nofl 
Ha3BaHHeM «npo 6 necKn» (cBeTa). OTnacTH, 3 to 6bijih 3anHCH, coflep5Kam,He Bee, hto 
x Moraa 6 bi paccKa 3 aTb 06 Ailce,nope. OpuniHajibHbie CTaTBH 6 bijih HarmcaHBi ot 
pyKH. Cpe^H nponero, b pe,a,aKi],HOHHOH CTaTBe b HOMepe 1 ot Maa 1921 ro^a 
TOBOpHJIOCB, 'ITO TaHIJOp flOJDKeH gblTb XyaO/KIIHKOM B JBH/KenHH - 51 MOTJia 6 bl 
no/i/iep5KaTB 3Ty H^eio ceroflH5i. 
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The very serious intentions of their ‘President” failed to inspire the members of the 
Duncan Society with the same degree of enthusiasm, and in time all my classmates 
left. But I resolutely continued as the sole member-president of the Duncan Society 
and editor of its journal. 

\\ 

OneHb cepbe3Hbie HaMepemM hx «npe3H,zieHTa» He cmotjih B^oxHOBiiTb hjichob 
o6mecTBa ^yHKaH c toh >xe CTeneHbio 3HTy3Ha3Ma, h co BpeMeHeM Bee moh 
o^HOKJiaccHHKH yniJiH. Ho x peniHTejibHO npoAOJi>KHJia fleno, Rax eflHHCTBeHHbiii 
HJieH - npe3H^eHT 06mecTBa ,Z],yHRaH h pe^aKTOp ero jxypHana. 
















The next issue, bearing Isadora’s famous dancing portrait by Fritz von Kaulbach on 
the cover, came out on January 1, 1922. In it I announced, rather belatedly, the news 
gleaned from an old copy oflzvestia: Isadora Duncan had been in Moscow for 
several months! Duncan’s first Moscow article, “Art for the Masses, ’’[1] was duly 
pasted in the pages of the journal. 

\\ 

Cjie^yiomHH HOMep, b kotopom 6biji HanenaTaH 3HaMeHHTtiii TamaeBajitHbiii 
nopTpeT AHce^opBi ot cppupa (})oh KaynsSaxa Ha o 6 no>KKe, BBiuiea 1 aHBapa 1922 
ro^a. B HeM a, c ono3/iaHHeM, 06 'MBHJia, hto hoboctb noHepnHyra H3 CTapoM Komni 
«H 3 BecTHH»: AMce^opa ^yHKaH 6 bina b MocKBe hcckojibko MecaueB! riepBaa 
MOCKOBCKaa CTaTBfl ^yHKaH «HcKyccTBO gust Macc»[l] 6 biJia ^ojdkhbim o6pa30M 
pa3MemeHa Ha CTpaHHpax )KypHajia. 



Tlopmpem Aucedopbi om @puqa (f)on Kayjibdaxa. 


Opening with the general statement that art should keep in step with life, depicting 
Ideals capable of serving as goals for future generations. Duncan requested that once 
a week, on Mondays, the Bolshoi Theatre be opened to the public without charge. She 
also asked for a large hall where she could give a daily lesson in dance—quite apart 
from those in her own Moscow school—to the children of the workers who came to 
those Monday performances. She expressed an opinion that Communist children 
were acquiring old, bourgeois habits—like good manners. In her school, she 
asserted, they would all be treated as equals. 

\\ 



HanHeM c o6mero yTBepJK^eHHa, hto hckycctbo hojdkho hath b Hory c 5kh3hbio, 
H3o6pa>KaH Hfleajiti, cnocoOHbie caymiTB penaMH Syaymnx noKoaeniiii. ^ymcaH 
npocHJia, hto6bi ohhh pa3 b Henejno, no noHenejibHHKaM, Eojibihoh TeaTp 6biJi 
OTKpbiT giw nySjiHKH OecnjiaTHO. OHa Taioxe nonpocnna Oojibihoh 3an, rne OHa 
Morna 6bi AaBaTb e)ice,HHeBHbie ypOKH TaHneB - coBepmeHHO OT^ejibHO ot Tex, kto 
oBynancfl b ee coSctbchhoh mockobckoh niKOJie, - neTHM paOonnx, KOTopbie 
npnxoAHJin 6bi Ha Te npencTaBJieHHH b noHenejibHHK. OHa Bbipa3HJia MHeHne, hto 
KOMMyHHCTHnecKHe ,neTH npnoSpeTaioT CTapbie, 6yp)Kya3Hbie npHBbiHKH - Rax 
xopomne MaHepbi. OHa yTBepjK^ajia, hto b ee niKOJie Bee ohh SyuyT 
paccMaTpHBaTbca Rax paBHbie. 
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Sharing the Spartan life of the institution. “I left Europe, ” she said, “because art 
there is bound up with commercialism. And it would be contrary to my convictions 
and intentions to resume paying performances for bourgeois audiences. ’’ 

\\ 

Pa3.ne.nenlie enapTaHCROH >kh3iiii y L ipe>xneiiii:T (?) «A noKHHyjia EBpony, - cxa3ajia 
OHa, - nOTOMy HTO HCKyCCTBO TaM CBH3aHO C KOMMepHHeH. H 3TO npOTIIBOpeHHJIO 
mohm ySoRnemniM h HaMepeHHaM, He nonycxaiomHx B03M0>RH0CTb bo3o6hobhtb 
onjianiiBaeMbie BbicTynaeiniH hhh 6yp)xya3HOH ayanTopniD). 

Isadora’s plans were far-fetched and difficult to realize. The paper cautiously 
appended a footnote: 

“The editorial office, without entering into discussion of particular points In A. 
Duncan’s article, readily gives her space in Izvestia ’s columns. ” (Due to an incorrect 
phonetical transcription at the time of her first tour of1904, Duncan was known in 
Russia as “Aisedora, ” hence the initial “A. ’’) 

\\ 

IIjiaHbi Ancenopbi 6 bijih iianyMainibiMH h TpyaiibiMM giw peanH3auHH. B noKyivieiiTe 
0CT0p0)KH0 Ho6aBJieHa cHocxa: 

«PeHaKHHa, He BnaBaacb b o6cy)KHeHHe KOHKpeTHbix momchtob b cTaTbe A. ^yHRaH, 
c TOTOBHOCTbK) npenocTaBjnieT en MecTO b KOJiOHKax «H3BecTHH». (H3-3a 
HenpaBHJibHOH (J)OHeTHHecKOH TpaHCKpHnuHH bo BpeMa ee nepBoro Typa 1904 rona, 
^yHxaH 6bma H3BecTHa b Pocchh Rax «Aisedora», OTdo.ua h HanajibHoe «A.») 

# Mocnea 

I made up my mind somehow to get to Moscow and ask Duncan whether I was on the 
right path and I wrote a long article on the subject for Glimpses. In the meantime, 
Number 6 of June, 1922, had another surprise to spring. The Duncan Society was 
moving to Moscow ’ (Actually, this happened because my brother-in-law, a brilliant 
veterinary surgeon, had been offered a chair in one of the Moscow institutes.) 

\\ 



A peniHJia KaK-TO ^oOpaTBca Mockbbi h 
cnpocHTt. ,II,yHKaH, 6traa jih a Ha npaBHJiBHOM 
nyTH, h a Haniicajia zuiunnyio cTaTBio Ha 3Ty 
TeMy giw «npo6jiecKOB». B to ace BpeMa, HOMep 
ot 6 hk>h3 1922 ro^a 6 biji eipe oahhm 
ciopnpH30M k BecHe. OSniecTBO ,H,yHKaH 
nepee3acajio b MocKBy (Ha caMOM ^eJie sto 
npoH3omjio noTOMy, hto MoeMy CTapmeMy 
[ABOiopOflHOMy] 6paTy, SnecTameMy 
BeTepHHapHOMy Bpany, npeflJioacHJiH ^onacHOCTB 
npo<j)eccopa b o^hom H3 mockobckhx 
HHCTHTyTOB). 

After a long journey, full of the hardships of the 
times, we arrived in the capital. Mother promptly 
inquired for a good academic school where she 
placed me. But I had other interests. 

\\ 

riocne flOJiroro nyremecTBHa, nojiHoro 
BpeMeHHBix TpyuHOCTeii, mbi npHSmin b 
CTOJiHHy. MaMa SbicTpo onpeflejnuiacB c 
xopomeii aKa/jeMHHecKOH hikojioh, b KOTOpyio 
OHa Memi noMecTHJia. Ho y Memi 6bijih flpyrne 
HHTepecbi. 

Finding out the address of the Isadora Duncan 
School, I went to Prechistenka 20, where I stood in awe in front of the mansion that 
had belonged to the ballerina Alexandra Balashova. Yet I did not dare to pull the 
heavy oak door or to ring the bell. 

\\ 

Y3HaB aapec ihkojibi Ance^opBi /JymcaH, a oTnpaBHJiacB Ha npeHHCTemcy 20, me c 
SnaroroBeHHeM cToana nepe^ ocoOmncoM, npHHa,n.jieacaBHiHM paHBrne SajiepHHe 
AjieKcaHflpe EajiamoBOH. H Bee ace, a He nocMejia noTaHyTB Ha ce6a Taacenyio 

fly60Byi0 flBepB HUH n03B0HHTB B 3BOHOK. 

My Duncan infatuation, however, did not end. I continued with the journal and found 
some authors for it at my new school. Theatre was taken seriously there, and we had 
a bona fide stage. Our principal director was Leonid Varpakhovsky, who is now an 
outstanding figure in dramatic directing and a Peoples ’Artist of the RSFSR. He 
encouraged my “duncanism. ” Reluctantly, I confess that, joining the army of 
amateurs about whom Michel Fokine wrote that anyone can take a piece of 
cheesecloth and pretend to dance “a la Duncan, ” I performed on our school stage a 
dance entitled “In Search of Fate. ” The lighting was supervised by a boy who later 
became a specialist in electricity, and I told him to dim the lights when I arrived in 
the corner and raised my hand (with the scarf in it) in search of fate. The dance 
remains recorded, in a notation that I can no longer read, in the pages of Glimpses. 

\\ 




OflHaico Moe yBJieneHHe ,H,yHKaH He 3aKOHHHJiocB. A npoflOJDKHJia pa6oTy c 
5KypHanoM h Harnaa hcckojibko aBTOpOB /yia Hero b Moeii hoboh niKOJie. TeaTp 
BoenpHHHManca TaM cepbe3HO, h y Hac 6BiJia HacTOHman cpeHa. HaniHM rjiaBHBiM 
AHpeKTOpOM 6biji JleoHHA BapnaxoBCKHH, HBme BBmaiomHHCii /leaTejiB 
ApaMaTyprini h napozniBiH apTHCT PCOCP. Oh noompHJi moh «nynKanii3M». 
HeOXOTHO npH3HaiOCB, HTO, npHCOe,H,HHHBIHHCB K apMHH JIK)6HTeJieH, O KOTOpBIX 
MHHieJIB CpOKHH HanHCaJI, HTO JIK) 60 H MO>KeT B3HTB KyCOK MapJIH H npHTBOpHTBCa, 
hto TaHu,yeT «a jih ,H,yHKaH», h HcnonHHJia Ha Hameii ihkojibhoh cueHe TaHeu no/i 
Ha3BaHHeM «B nOHCKaX Cy,HB6BI». OCBemeHHeM pyKOBOflHJI MaJIBHHK, KOTOpBIH 
no3)Ke CTaji enemranHCTOM no 3JieKTpHHecTBy, h h CKa3ana eMy, hto6bi oh 
npHraymaji cbct, both a npnobiaa b yroji h no^HHJia pyicy (c Lnapcjxmi b Hen) b 
noHCKax cygbda. TaHeu ocTaeTCH 3anncaHHBiM b 3anHC«x, KOTOpBie h 6onBHie He 
Mory HHTaTB, Ha CTpaHHpax «IIpo6jiecKOB».—5 

[] Below: The author meets with former Duncan dansers. Left to right: Yulia 
Vashnetsova, Elena Fedorovskaya, Maria Mysovskaya, Natalia Roslavleva, 
Valentina Boye, Lydia Gicheva. Left: Cover of the first number of “Glimpses. ’’ 

\\ HjHKe: aBTOp BCTpenaeTCH c 6bibhihmh ^yHKaHOBCKHMH TaHH,OBHi;Hu,aMH. CjieBa 
HanpaBo: KDhhh BacHeuoBa, EjieHa cPeflOpOBCKaa, Mapna MBieoBCKan, HaTajiBH 
PocjiaBJieBa, BajieHTHHa Bone, JThjthb rnneBa. CjieBa: o6jio>KKa nepBoro HOMepa 
«npo6necKH». 



I also wrote a detailed account of my first viewing of the Isadora Duncan School in 
performance on April 15, 1923. It is a piece of good reporting, and Ilya Schneider, 
the school’s able director, recently read my account of his opening speech and 
confirmed its authenticity. Isadora was away, and the children were led by Irma 
Duncan. This is what I wrote of her: “She is a remarkably musical dancer, musical 
by nature. Light and graceful, she reveals profound truths in her simple movements 
She was a tragic Iphigenie en Aulide and now a merry one in Tauride; she danced 
victoriously and fiercely the ‘Marche Militaire, ’ and flitted like a butterfly in 
Schubert’s ‘Waltzes. ’ She dances very simply, but who else could do it like that? ’’ 

\\ 

A Taioice Hamicajia no,npo6HBiH omeT o cBoeM nepBOM nocemeHHH hikojibi 
A nce^opBi ^yHKaH bo Bpem BBiCTynneHmi 15 anpejni 1923 ro^a. 3 to xopomaa 



nyo;nn<amHi, h Hjibu LLIneHAep, TajiaHTJiHBBiH AnpexTop ihxojibi, ne^aBiio npOHHTaji 
moh paccKa3 b cBoeM BCTynHTejiBHoii penn h noATBepAHJi ee noflJiHHHOCTB. HcaAopBi 
He 6 bijio, a a^tbmh pyxoBOAHJia HpMa ,H,yHxaH. Bot hto x Hanncajia o Hefi: «OHa 
3aMeHaTejiBHaa My3BixajiBHaa TaimoBmHHa, My3BixajiBHaa no cBoen npnpOAe. 

Jlerxaa h rpai;H03Haa, OHa pacKpBmaeT rjiyBoxne hcthhbi b cbohx npocTBix 
ABHacemnix. OHa 6biJia TparnnecKOH HtjiHTeHHeii b AyjiH^e, h TenepB Becejioii b 
TaBpH^e; OHa noSe^OHOCHO h apocTHO TaimeBajia «BoeHHBin Mapm», h nopxajia, 

Kax 6a6onxa, b «Bajibcax» IIIySepTa. OHa TaHpyeT oneHB npocTO, ho kto eipe Mor 
6 bi c^ejiaTB 3to TaK?» 

At the end of the matinee, the public started clamoring for the “International. ” Irma 
said it was not a dance, but simply an attempt to illustrate a song, therefore everyone 
should sing. And a miracle happened. Wrote I: “All of the auditorium, as one, sang 
the great hymn as the children, led by Irma, wove in and out of spiral and circle 
formations. ” 

\\ 

B KOHue yTpeHHHKa nySjinxa nan an a TpeooBaTL. «HHTepHau,HOHan». HpMa cKasaaa, 
hto 3to He TaHeu, a npocTO nonxiTxa npoHJiJHocTpHpOBaTB necmo, nosTOMy Bee 
AOjhxhbi neTB. H cjiyHHJiocB nyAO. A Hanncana: «BecB 3an, Kax oahh, neji BejiHxnii 
thmh, Kax AeTH, bo rjiaBe c HpMoii. BnjieTajiHCB h bbixoahjih H3 cnnpanBHBix h 
xpyroBBix o6pa30BaHHH». 

At that same matinee, I witnessed another remarkable event. Alexander Gorsky, the 
venerable Bolshoi Theatre choreographer who had been influenced strongly by 
Isadora at the beginning of the century, came onto the stage to greet the Isadora 
Duncan School and thank It for the pleasure given to the pupils of the Bolshoi School 
who were present In the audience. 

\\ 

Ha tom ace yrpeHHHxe x CTajia CBHAeTeneM eipe oahoto 3aMeHaTejiBHoro coBbith^. 
AjiexcaHAp TopcxHH, noHTeHHBin xopeorpacj) Bojibhioto TeaTpa, xoTopBin b Hanane 
Bexa HcnBiTan CHJiBHoe BJiHaHHe AiiceAOpBi, BBimeji Ha cueHy, hto6bi 
nonpHBeTCTBOBaTB IUxojiy AnceAOpBi /fyiixan h noojiaroAapiiTL ee 3a 
yAOBOJiBCTBHe, oxa3aHHoe yneHHxaM hixojibi Bojibhioto TeaTpa, npHcyTCTBOBaBHiHM 
b ayAHTOpHn. 
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After the performance, I stood for a long time in the street with the rest of the 
spectators to see the Duncan children come out with Irma. Again, I never dared to 
speak. 

\\ 

nocjie cnexTaxjw, x aojito CToana Ha yjinue c ocTajiBHBiMH 3pHTejiaMH, hto6bi 
yBHAeTB, xax AeTH ,II,yHxaH bbiihjih c HpMoix Onm ace, x HHxorAa He CMejia 
3arOBOpHTB C HHMH. 

When Isadora returned to Moscow, I managed to see her concert at the Zimin Opera 
House—the same building, incidentally, where she won her 1905 Moscow triumphs 
(it was then known as the Solodovnikov Theatre). lam sorry to recall that I suffered a 



disillusionment. Even from high up in the gallery, the heavily prancing woman with 
her exaggerated miming failed to impress me. And, when her tunic fell oft the 
shoulder intentionally in the “International, ” exposing flesh that should have better 
remained unseen, a real crisis ensued. I was too young then to separate this 
aesthetically not-too-pleasing view of the aging Isadora from the greatness of her 
contribution to twentieth-century choreography. 

\\ 

Kor/ia AMceflOpa BepHyaact. b MocKBy, MHe ynaaocx yBHfleTB ee KOHuepT b 
OnepHOM TeaTpe 3nMHHa, KCTara, b tom ace 3/iaHHH, r^e OHa Oflepacaaa no6e,ny b 
mockobckhx TpHyM(J)ax 1905 ro,na (Tor^a oh 6&ia H3BecTeH Rax TeaTp 
CojiOAOBHHKOBa). MHe acaax BcnoMHHaTb, hto a pa30Hap0BanacB. flaace bbicoko b 
ranepee, Taaceao cxaaymaa aceHipHHa, c ee npeyBeaHaeHHOH mhmhroh, He 
BneHaTJiHJia MeHa. A Taxace, xor^a ee TyHHKa npeflHaMepeHHO ynaaa c naeaa b 
«HHTepHan,HOHajie», oOHaacHB naoTB, xoTOpaa ayarne floaacHa 6t>iaa ocTaTBca 
HeBM^HMOH, Haaaaca HacToamHH KpH3HC. Tor/ia a 6biaa canniKOM Moao/ia, hto6bi 
OT^eaHTB 3tot acTeTHaecxH He chhhikom npHaTHBiii B3raa^ Ha CTapeiomyio 
Aiiceflopy, ot Beanana ee Bxaa/ia b xopeorpa(J)HK) ^Ba/maToro Bexa. 



Teamp ConodoenuKoea (Onepa C.3uMuna) 


It was apparently for this reason that Glimpses was discontinued with the May, 1923. 
issue, having lasted for a full two years. 

\\ 

rio-BH^HMOMy, HMeHHO no 3toh npnaHHe «npo6aecxH» 6bia npexpameHBi c Maa 
1923 ro^a, H3/iaHHa, npocymecTBOBaBinero peabix ^Ba ro^a. 

This did not mean that I had lost interest in dance. Once out of school and capable of 
acting on my own volition, I attended every Moscow studio of “plastique” (in Russia, 
anything that was done barefoot, in a style less restricted than that of classical dance, 
was designated as “plastique”). In 1928, through my friend Sylvia (Si-Lan) Chen, I 
was able to study at the Duncan School where Maria Borisova, one of the senior 




































Duncan pupils, taught a private class in pure Duncan style. I still remember some of 
the exercises and how I dyed some cheesecloth with red ink to make a red tunic. 

\\ 

3to He 3HanHT, hto x noTepHJia HHTepec k TaHpy. Okohhhb niKOJiy, h cBo6oflHaa b 
B bi6ope AeMcTBOBaTB no co6cTBeHHOMy jKejiamno, x nocerajia Bee mockobckhc 
CT y^HH «njiacTHKH» (b Pocchh Bee, hto ^ejiajiocB 6 ochkom, b CTHJie, MeHee 
orpaHHHeHHOM, neM cthjib KJiaccHHecKoro TaHpa, 6 bijio o6o3HaneHO Kaic 
«njiacTHKa»). B 1928 r., nepe3 mok> no,npyry Chjibbhio (Cn-JIaH) HeH, x CMorna 
o6yHHTBCH b flymcaHOBCKOH HiKOJie, T^e Bejia Mapna EopncoBa, o^Ha H3 CTapninx 
yneHHH ^ymcaH, KOTOpaa npeno^aBajia nacTHBiH KJiacc b hhctom CTHJie ^yHKaH. Si 
go chx nop noMHio HeKOTOpBie H3 ynpa>KHeHHH, n to, Kaic x noKpacnjia Mapmo 
KpacHBiMH nepHHJiaMn, hto6bi c^eJiaTB KpacHyio TyHHKy. 

/ also seriously studied classical ballet for several years and, though growing too tall 
to become a dancer, acquired a solid knowledge of technique that was to serve as a 
very useful foundation for my future activities as a ballet critic. But that came many 
years later, after I had graduated from the University of Moscow and had had a 
career in journalism. Whatever I was engaged in, however, dance forever remained 
my main interest, which can be traced directly to those first criticisms in Glimpses, 
which were inspired by a childish infatuation with Isadora Duncan and what she 
stood for in the art of movement. This is why this monograph is dedicated to all the 
former pupils of the Isadora Duncan State Moscow School. 

Here follows its story. 

\\ 

Si Taioice cepbe3HO roynajia KnaccnnecKHn 6aneT b TeneHne HecKOJiB khx jieT n, xoth 
CTaHOBHJiacB cjinniKOM bbicokoh, hto6bi ctbtb TaHu,OBm,Hnen, npno6pena myEoKne 
3HafflM TeXHHKH, KOTOpBie flOJHKHBI 6 bIJIH nOCJiy)KHTB OHeHB nOJie3HOH OCHOBOH gnx 
Moen Eynymen ^eiiTejiBHOCTH b xanecTBe EaneTHoro KpnTHKa. Ho 3to npon3onnio 
mhoto JieT cnycTu, nocjie toto xax x OKOHnnjia Mockobckhh yHHBepcnTeT n c^ejiajia 
xapBepy b )KypHajincTHKe. HeM 6 bi x hh 3aHHMacB, TaHen Bcer^a ocTaBancn mohm 
TJiaBHBIM HHTepeCOM, KOTOpBin M05KH0 npOCJieflHTB HenOCpeACTBeHHO go Tex 
nepBBix KpnTHHec khx 3aMenaHHH b «npo6jiecKax», KOTOpBie 6 bijih baoxhobjichbi 
^eTCKHM yBJieneHneM Ance^opon ^yHKaH n TeM, hto OHa OTCTanBajia b ncKyccTBe 
ABH>KeHH^. Bot noneMy 3Ta MOHorpa(J)H^ nocBumeHa BceM Sbibhihm yneHHKaM 
rocyflapcTBeHHon mockobckoh ihkojibi HMeHH Ance^opBi ^yHKaH. 

3flecB cjieAyiOT nx ncTopnH. 

# UlKOJia e Poccuu 

Isadora Duncan had wanted to found a school in Russia for a very long time, ever 
since she realized the great interest shown by the Russian intelligentsia in every field 
of art and the people’s national gift for dancing. 

\\ 

Ance,nopa ^ymcaH oneHB a^bho xoTena ocHOBaTB niKOJiy b Pocchh, c Tex nop Kaic 
OHa oco3Hana otpomhbih HHTepec, npouBJieHHBiii pyccKOH HHTejuinreHHHeH bo Bcex 
o6jiacrax HCKyecTBa, h HaijHOHajiBHBiH Hapo^HBiH gap TaHu,eB. 



In January, 1908, encouraged by Konstantin Stanislavski, she tried to talk Vladimir 
Tellakovsky, Director of the Imperial Theatres and their school, into transferring her 
school from Germany to Russia. [2] The plan still sounds absolutely impracticable. In 
1908, the Moscow newspapers devoted a lot of space to the proposed plan of 
Stanislavski’s Moscow Art Theatre to open a school of “plastique, ” taught by 
Duncan according to her own method. [3] 

\\ 

B AHBape 1908 ro^a, BOOAymeBJieHHaa KoHCTaHTHHOM CTamicnaBCKHM, OHa 
ntiTanacB yroBOpHTb BnanniviMpa TejuiaicoBCKoro, nnpeKTopa HMnepaTOpcKHx 
TeaTpoB n SaneTHOH niKOJibi, nepeBecra cboio niKOJiy H3 repMaHnn b Pocchio.[2] 
IXnaH no-npemieMy 3BynnT aOcomoTHO HeBbinojiHHMbiM. B 1908 ro^y MOCKOBCKne 
ra3eTbi nocBflTHJin MHoro MecTa npe^JiaraeMOMy nuaHy MXATa hm. 
CTaHHcnaBCKoro otkpbitb niKOJiy «ruiacTHKn», b KOTOpon ^yHKaH ynnjia 6bi no 
COOCTBeHHOH MeTOAHKe. [3] 

In 1913 a Petersburg newspaper published an “open letter” from Isadora Duncan, 
calling for the creation of a Theatre of Greek Dance in the capital. [4] She said that 
many people there supported her idea, and indeed some did. The great dramatic 
actress Vera Komissarzhevskaya was nursing the idea of inviting Duncan, at least 
periodically, to teach dance at her School of the Arts, and only the actress’s untimely 
death prevented her from founding this new type of school, which had already been 
worked out in detail. [5] 

\\ 

B 1913 ropy neTepSyprcKaa ra3eTa onyOnnicoBajia «OTKpbiToe nnctMO» Ance,nopbi 
^yHKaH, b KOTOpOM coAep5Kajica nprotiB k co3flaHHio b CTOJinne TeaTpa rpenecicoro 
TaHn,a.[4] OHa CKa3ana, hto MHorne jiioah no,zmep5KajiH ee n^eio, n flencTBHTejibHO 
HeKOTOpbie Tax cnenann. Bejinicaji npaiviaTMHecKaji aKTpnca Bepa Kom nccap>KeBcKaa 
nnTana n^eio npnrjiacnTB ^ymcaH, no KpanHen Mepe, nepnoAnnecKH npeno^aBaTb 
TaHen b ee lIlKOJie ncKyccTB, n tojibko 6e3BpeMeHHaa CMepTb aKTpncbi noMemana en 
ocHOBaTb 3tot HOBbiH THn niKOJibi, KOTopbiH y>ice 6biJi ^eTajibHO npopa6oTaH.[5] 
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[] Isadora Duncan on the Sparrow (new Lenin) Hills, Moscow, c. 1921. 

\\ Aiicepopa ^ymcaH Ha BopoOneBBix ropax (ceroproi JleHHHCKHx), MocKBa, 1921 

TOP. 

Finally, shortly before World War I, Isadora acquired some Russian pupils for her 
school in Bellevue, near Paris, by sending Irma on a tour to Petersburg. The selected 
children started studies that were interrupted by the advent of the war. They were 
removed by Isadora to a safer place in Switzerland, but their parents wrote to the 
press, accusing the great dancer of criminally harboring the children. 6 Of course, 
they were repatriated as soon as it became possible. One of them, Valia 
Petrishcheva, worked later in the Duncan School in Moscow and said she had the 
best possible recollections of the time she spent under Isadora’s guidance. 

\\ 

HaKOHep, He3apojiro go IlepBOH mhpoboh bohhbi, Aiicepopa HaOpana HecKOJiBKO 
pyccKHx yneHHKOB pita cBoeil hikojibi b Ecjibbio, Hepaneico ot riapH>Ka, oTnpaBHB 
HpMy b Typ po IleTepSypra. OTo6paHHBie pera HanajiH yne6y, KOTOpaa Sbrna 
npepBaHa bohhoh. Ohh 6bijih B&ree3eHBi AilcepopOH b 6ojiee 6e3onacHoe MecTO b 
IIlBeHpapHH, ho hx popHTejiH HanncajiH b npeccy, oOBHmni BejiHKyio TaHH,oBHiHu,y b 
npecTynHOM yKpBiTHH peTeil. Kohchho, ohh 6bijih penaTpHHpoBaHBi, Rax tojibko 3to 
CTajio B03M05KH0. Opm H3 hhx, Bam IleTpHHieBa, no3)Ke paSoTana b pyrncaHOBCKoil 
niKOJie b MocKBe h paccKa3ana, hto y Hee 6bijih caMBie Jiynnine BOcnoMHHamM o 
BpeMeHH, KOTOpoe OHa npOBejia nop pyxoBopcTBOM AncepopBi. 

These abortive attempts disheartened Isadora. The final disillusionment came in 
1920, when Eleutherios Venizelos let her down by inviting her to found a school in 
Greece and then failing to provide any practical support. 

\\ 

3th HeypanHBie non&iTKH npHBopHJiH b yHBiHHe Ancepopy. OKOHnaTejiBHoe 
pa3onapOBaHHe HacTynHJio b 1920 ropy, xorpa 3jieyTepnoc BeHH3ejioc nopBeji ee, 
npHTJiacHB ocHOBaTB niKOJiy b rpeHHH, a 3aTeM He oica3aB HHKaKOH npaKTHnecKon 
noppep>KKH. 

# JlyHauapcKuu 

Then came the historic London encounter with Leonid Krasin, the outstanding Soviet 
diplomat. He was sympathetic and ready to cooperate with Isadora’s proposal to 
found a school in Moscow where she would teach thousands of proletarian children, 
giving them joy and beauty through free and uninhibited movement. Her idea was 
taken very seriously. Anatole Lunacharsky, the erudite Commissar of Education, gave 
every consideration to the letter he received from Krasin and the telegram from 
Duncan. And this attention was paid despite the great physical and financial 
difficulties that the country was suffering as it emerged out of untold hardships. 

\\ 

3aTeM npoH3omjia HCTopHnecKaa BCTpena b JIoHpoHe c BBipaiomHMca cobctckhm 
pmuiOMaTOM JleoHHpoM KpacHHBiM. Oh noconyBCTBOBaji eii, h 6biji totob OKaaaTB 
noppepJKKy c npepjio>KeHHeM AncepopBi ochobbtb b MocKBe niKOJiy, rpe OHa 6ypeT 



yHHTb TbicaHH npojieTapcKHx aeTeH, a a pa hm pa,nocTb h KpacoTy, ojiaronapa 
CBo6oAHOMy h pacKOBaHHOMy ABHacemno. Ee H^ea 6braa BoenpHHaTa oneHb 
cepbe3HO. AHaTOJiHH JlyHanapcKHH, 3pyzpipoBaHHbiH KOMHecap npocBemeHHa, 
BHHMaTeabHO H3yHHa nncbMO, KOTOpoe oh nojiyHHJi ot KpacHHa, h TenerpaMMy ot 
,II,yHKaH. H 3to BHHMaHHe 6biJio y^eaeHO, HecMOTpa Ha orpoMHbie (J)H3HHecKHe h 
(J)HHaHCOBbie Tpy^HOCTH, ot KOTOpbix CTpa^ajia CTpaHa, nocKOJibicy OHa Bbi6npaaacb 
H3 HeHCHHCJIHMbIX TpyUHOCTeH. 

Isadora arrived in Moscow in July, 1921, and soon paid a visit to Lunacharsky In the 
Kremlin. He noticed a great change from the dancer he had first seen on the stage of 
the Trocadero when he was a political exile in Paris, earning a living by brilliant 
writing on the performing arts: “Her very looks were most interesting. She had 
gained weight and lost that inherent, soft grace. Dressed in strange attire that was a 
mixture of a rich Cook’s tourist and some kind of Grecian tunic, she had scarfs 
waving about her almost as in a dance. She had extraordinarily sweet, sort of China- 
blue eyes, very naive and kind.... In her Anglo-French dialect she insisted that she 
was prepared to live on black bread and salt, but requested a thousand girls and boys 
from the poorest families, whom she promised to turn into the most graceful people. ” 
\\ 

Ance^opa npn6bma b MocKBy b Hiojie 1921 ro/ia, h Bcxope HaHecna bh3ht 
JlyHanapCKOMy b KpeMJib. Oh 3aMeTHJi Sojibinne nepeMeHbi b TaHH,OBm,HHe, 

KOTOpyK) oh BnepBbie yBH^ea Ha cueHe TpOKa^epo, Kopua oh 6biji nonHTHHecKHM 
H3THaHHHKOM b napnace, 3apa6aTbiBaa Ha acroHb SnecTameii jiKTepaTypoil no 
HcnojiHHTejibCKOMy HCKyccTBy: «Ee BHeniHOCTb 6biJia caMoii HHTepecHOH. OHa 
HaSpaaa Bee h noTepana 3Ty Bpoacnennyio MarKyio rpaipno. OaeTaa b cTpaHHbin 
Hapa^, KOTOpbiH npe^CTaBaan co6oh CMecb SoraToro TypncTa Kyica h KaKOH-TO 
rpenecKOH TyHHKH, ee map(j)bi pa3BeBajiHCb BOKpyr Hee nonra Rax b TaHue. Y Hee 
Sbijih HeoSbinaiiHO MHJibie, Kaic 6bi cf)ap(f)opOBO-rojiy6bie raa3a, oneHb HaHBHbie h 
Ao6pbie ... Ha cBoeM aHrao-<j)paHH,y3CKOM AHajieicre OHa HacTaHBajia, hto roTOBa 
acHTb Ha nepHOM xne6e h cojih, ho npocnjia Tbicany ^eBOHeic h MajibHHKOB H3 caMbix 
Se^Hbix ceMeii, KOTOpbix OHa o6emajia npeBpaTHTb b caMbix rpaHH03Hbix jno,neH.» 
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When he returned the visit, the conversation continued in the same vein. Isadora, 
noted Lunacharsky, “was convinced that the natural style of dancing, taught by her 
and conveying the ultimate heights of human conscience, is a manifestation, not just 
of the external, but also of the internal grace of Human Conscience, capable of 
raising people above mundane trivialities. ‘Music and dance, ’ she said, ‘are a 
colossal educating force. ’ She wanted to work, not for the theatre, but for everyday 
life. ” Thus Isadora Duncan made clear that her ultimate goal was not theatrical, but 
educational. This explains much of the simplicity of her system, worked Out with the 
intention of creating harmoniously moving human beings, rather than performing, 
virtuoso dancers. 

\\ 

Kor^a oh otbcthh Ha bh3ht, pa3TOBOp npoflojiacnjica b tom ace flyxe. Ance^opa, 
OTMeTHJi JlyHanapcKHH, «6biJia y6eac,neHa, hto ecTecTBeHHbiH cthjib Tamja, 

KOTOpOMy OHa yHHT h KOTOpbiH nepe,naeT Bbicmne ypOBHH HeaoBenecKOH cobccth, 



ABJifleTCfl npoflBuemieM He tojibko BHeniHeH, ho h BHyTpeHHen rpaunn 
HeJIOBeHeCKOH COBeCTH, CnOCOSHOH B03BBICHTB JHOAH HaA oSblfleHHBIMH MeJIOHaMH. 
«My3tiKa h TaHHBi, - CKa3ana OHa, - KOJioccajiBHaa npocBeTHTejiBCKaa CHJia. OHa 
xoTena pa6oTaTt He j\jik TeaTpa, a ajih noBceflHeBHOH >kh3hh». TaKHM o6pa30M, 
Ance^opa AynKan hcho AaJia noHHTb, hto ee KonennaH pejib 6biJia He TeaTpanbHOH, 
a o6pa30BaTenbHOH. 3to o6bflcmieT Sojibinyio nacTb npocTOTbi ee CHCTeMbi, 
pa3pa6oTaHHoii c penbio C03AaHHH rapMOHHHHO ABH5KyipHxcfl mopeM, a He 
BbicTynaemiH BHpTyo3Hbix TaHpopOB. 

Recalling how he told Isadora about the terrible conditions in which the Red Army 
was continuing its heroic struggle (the Civil War was not yet over), Lunacharsky 
wrote: “Isadora opened her small mouth, and at some point in my tale, very large 
tears streamed from her blue eyes in a torrent. The strangest thing was that in those 
hungry, striving years, we did find a building for her school: that myself, Krasin, to 
some extent [Gregory] Chicherin, and to a very great extent comrade [Nicolai]] 
Podvoysky made it possible for her to gather together a considerable number of 
children; and that, in the end, we did dance. ’’[7] 

\\ 

BcnoMHHaa, Rax oh paccKa3an Hcapope 06 y^xacHbix ycnoBHHx, b KOTopbix KpacHaa 
ApMmi npOAOJmajia cboio reponnecKyio 6 opb 6 y (rpajK^aHCKaa Boima eipe He 
3aKOHHHJiacb), JlyHanapcKHH micaji: «AHceAOpa oTKpbuia cboh MajieHbKHH pOT, h, b 
KaKOH-TO MOMeHT Moero paccKa3a, oneHb Sojibrnne cne3bi noTeKJiH noTOKOM H3 ee 
rojiy 6 bix ma3. CaMbiM CTpaHHbiM 6 biJio to, hto b Te ronoAHbie, cTpeMHTejibHbie 
roflbi mm HanuiH 3^aHHe jgm ee hikojim: 3to h, KpacHH, h b HeKOTOpoii cTeneHH 
[rpHTOpHH] BHHepHH, H B OHeHb SOJIBHIOH CTeneHH TOBapHip [HHKOJiail] 
IIOABOHCKHH, n03B0JIHJIH eH COSpaTb 3HaHHTeJIbHOe KOJIHHeCTBO AeTen; H HTO, B 
KOHHe KOHU.OB, MbI TaHH,eBaJIH». [7] 

Podvoysky, indeed, played a very important role in the early history of Isadora 
Duncan’s school. President of the Military-Revolutionary Committee in 1917 and 
head of the storming of the Winter Palace, Podvoysky was a man of broad interests. 
He was especially anxious to spread all kinds of sports in an effort to improve the 
physical development of the workers and to this end he was greatly Interested in the 
organization of sports, games, and youth festivals. 

\\ 

^eHCTBHTeJIbHO, rtOABOHCKHH CblTpaJI OHeHb BaJKHyiO pOJIb B paHHCH HCTOpHH 
niKOJibi AHcepopbi ,II,yHKaH. IIpe3HAeHT BoeHHO-peBOJiiOHHOHHoro KOMHTeTa b 1917 
to Ay h npeABOAHTejib HiTypMa 3HMHero ABoppa, IIoabohckhh 6biji nejiOBeKOM 
niHpoKHx HHTepecoB. Oh ocoSeHHO cTpeMHJiCH pacnpocTpamiTb Bee bhabi cnopTa, b 
peJIHX yjiyHHieHHH (})H3HHeCKOrO p33BHTHa paSOTHHKOB, H C 3TOH HeJIbK), OH 6bIJI 
OHeHb 3aHHTepeCOBaH B OpraHH3aHHH CnOpTHBHbIX COCTH3aHHH, HTp H MOJIOAe>KHbIX 
cf)ecTHBajieH. 

A speech made by Podvoysky at the First USSR Conference on Artistic Gymnastics 
Among Women (December 7-10, 1945) revealed some heretofore unknown facts 
about the foundation of the Moscow school. Speaking about the relation between 
physical and aesthetic education and the possibility of utilizing Duncan’s experience 
in this respect, Podvoysky stated: “Duncan did not appear with us accidentally. 



Vladimir Ilyich [Lenin], together with Krasin and other comrades, discussed 
Krasin’s report about her request and the practicability of inviting Duncan to our 
country in such a difficult time. . . . Vladimir Ilyich gave some instructions in this 
respect and checked how they were carried out. Isadora Duncan was much admired 
by him. ” In the same speech, he quoted Lenin as saying that, “If she does something 
In excess, let us correct her by advice, and the more attentive our attitude to her 
work, the better the results will be. ”[8] 

\\ 

BticTyruiemie IIoABOHCKoro Ha IlepBOH KOH<j)epeHHHH CCCP no xy^o)KecTBeHHOH 
rHMHacTHKe cpe,HH aceHiu,HH (7-10 ^eicaOpfl 1945 r.) pacKptmo HeicoTopbie 
HeH3BecTHbie go chx nop (J)aKTbi 06 ocHOBaHnn mockobckoh niKOJibi. ToBOpa o cbjoh 
MOK^y (J)H3HneCKHM H OCTeTHneCKHM BOCnHTaHHeM H B03M0>KH0CTbK) HCn0JIb30BaTb 
onbiT AynKaH b stom OTHomeHnn, IIoabohckhh 3aaBHJi: «AyHKaH He noaBHJiacb c 
HaMH cjiynaiiHO. BjiaAHMHp Hjibhh [JleHHH] BMecTe c KpacHHbiM n ^pyrnMn 
TOBapnipaMH oScyzpuiH flOKJiaA KpacnHa o ee npocbSe, h u,ejiecoo6pa3HOCTH 
npnrjiameHna AynicaH b Hamy CTpaHy b Taicoe TpyziHoe BpeMJi... Bjia^HMHp Hjibhh 
ga ji HexoTopbie yica3aHmi Ha stot chot h npoBepnji, Kaic ohh BbinojimuiHCb. 
Ance^opa AynicaH BocxHipajiacb hm.» B toh )Ke penn oh npoHHTHpOBan cnoBa 
JleHHHa o tom, hto: «Ecjih OHa ^enaeT hto-to b H36biTKe, ^aBaiiTe ncnpaBHM ee 
coBeTOM, h neM BHHMaTejibHee mbi othochmch k ee paOoTe, TeM Jiynme 6y,nyT 
pe3yjibTaTbi.»[8] 

Lunacharsky assigned Ilya Schneider to care for Isadora and Irma upon their arrival. 
Born in Moscow in 1891, Schneider fitted naturally into the picture. A theatrical 
journalist, writing chiefly on ballet, he was now working in the press department of 
the Commissariat for Foreign Affairs, but he had not abandoned his theatrical 
interests. In fact, his ballet libretto, “The Golden King, ” which he had submitted to a 
competition, had been praised by Lunacharsky. None of the available 
choreographers seemed suitable or interested, but Schneider had expressed the 
opinion that the only person he envisaged for the production of his ballet was none 
other than Isadora Duncan. Lunacharsky had heard about this, so quite possibly his 
choice of Schneider was not accidental. At any rate, Schneider revealed a thorough 
understanding and sympathy with Duncan’s ideals and intentions and, aside from his 
quite extraordinary organizing abilities, developed in time into a director capable of 
sharing the artistic responsibilities of the school. 

\\ 

IIo npnobiTHH [AynKan], JlynaHapcKinl nopynHJi Hjibe Hlnennepy saOoTMTbCfl 06 
Aiice,nope h HpMe. IIlHeAnep pOAHJicfl b MocKBe b 1891 ro^y. TeaTpajibHbiH 
5KypHajiHCT, nHiHy ni HH b ochobhom o 6 aneTe, oh Tenepb paOoTan b OT^ejie nenaTH 
KoMHceapnaTa no HHOCTpaHHbiM ^enaM, ho oh He ocTaBHJi cboh TeaTpajibHbie 
HHTepecbi. cPaKTHHecKH, ero OajieTHoe jiHOperro «3ojiotoh KOponb», KOTOpoe oh 
npeflCTaBHJi Ha KOHKypc, 6bijio noxBajieHO JlyHanapCKHM. Hh o^hh H3 ^ocTynHbix 
xopeorpa(])OB He Ka3ajicn no/ixo/ia ni nM hjih 3aHHTepecoBaHHbiM, ho LUnen,aep 
BbIpa3HJI MHeHHe, HTO eAHHCTBeHHbIM HeJIOBeKOM, KOTOpOTO OH npeflyCMOTpeJI gJW 
nocTaHOBKH cBoero 6 aneTa, 6biji He kto hhoh, Kaic Ance^opa AynicaH. JlyHaHapcKHH 
cjibimaji 06 3tom, nosTOMy BnojiHe BeponTHO, hto ero BbiOop IIlHeAnepa 6biji He 
cjiynaeH. Bo bchkom cjiynae, niHeH^ep npofleMOHCTpHpOBaji rayOoKoe noHHMaHne h 
eoHyBCTBHe H^eanaM h HaMepeHHHM AynicaH h, noMHMO ero BecbMa HeoSbiHHbix 



0praHH3aT0pCKnx cnocoSHOCTefi, co BpeMeHeM oh npeBparajica b ^Hpeicropa, 
cnoco6Horo npHmrrb Ha ce6n [opraHH3au,HOHHBie h] xynoicecTBeHHbie o6fl3aHHOCTH 
HIKOJ1BI. 
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[] Below: Prechistinka 20. 

\\ Hhjkc: IIpeHHCTeHKa 20 



By the fall of 1921, a building suitable for the school was found in the form of the 
palatial Balashova mansion at Prechistenka 20. 

\\ 

K oceHH 1921 ro,na 3flaHHe, noflxoAJimee gnx niKOJibi, 6biJio HaipieHO b (})opMe 
flBopu,OBoro ocoOmnca BajiamoBa Ha IIpeHHCTeHKe 20. 

Schneider then placed a notice In Moscow Worker to the effect that a State School of 
Dancing was being opened, under the direction of Isadora Duncan, where preference 
would be given to applicants belonging to families of industrial workers. Some one 
hundred and fifty children were brought to the school in response to the 
announcement. Beginning in early September, they came every day to be taught the 
essentials of Isadora’s dance, enabling her and Irma to examine them closely, 
determining their musicality, sense of rhythm, and line. They were first of all taught 
to walk naturally, but beautifully, to a slow march; then to stand, swaying their 
bodies rhythmically, “as if blown by the breeze, ” said Isadora. They were, of course, 
still quite clumsy and awkward. The rapturous exhilaration of dancing was as yet an 
impenetrable secret, to be learned in its full splendor in years to come. 

\\ 

3aTeM IIlHeiiflep noMecTHJi b «Mockobckom pa6oneM» yBe^OMneHHe o tom, hto no,n 
pyKOBOflCTBOM Ailceflopbi ^yHKaH OTKpbiBaeTCfl rocyzjapcTBeHHafl uiKOJia TaHu,eB, 
rpe npeflnoHTeHHe 6y/ieT OT^aBaTboi 3aHBHTejniM, npHHaflJiejKamHM k ceMbHM 
npoMbiuiJieHHbix paOoHHx. B otbct Ha oOB^BHeHne b uiKOJiy, 6 bijio AOCTaBJieHO 
okojio CTa naTHflecaTH fleTeil. HannHan c Hanajia ceHTflOpn, ohh Rabbin ^eKb 
npnxoAHJiH yHHTbca ocHOBaM TaHpa Ailcenopbi, hto no3BOJiHJio eii h HpMe 



BHHMaTeJItHO H3y l IHTb HX, Onpe^eJIHTB IIX My3bIKaJIBHOCTb, HyBCTBO pHTMa H 
jihhhk). Hx, b nepByio onepe^B, yHHJiH xo^htb ecTecTBeHHO, ho KpacHBO, 
Me^JieHHBiM maroM; 3aTeM BCTaBaTB, phtmhhho noKaHHBaa TenaMH, «xaK 6yzrro 
AyeT BeTep,» - cica3ana Hca/iopa. Ohh 6bijih, kohchho, Bee eme aobojibho 
H eyKHKHKH H HCHOBKH. BoCTOpJKeHHOe BOJIHeHHe TaHH,a 6 bIJIO eme HenOCTH5KHMBIM 
cexpeTOM, KOTOpBiH npe/iCTOHT BBiyHHTB bo BceM ero BejiHKOJienHii b 6nH5KaHHiHe 
roflBi. 

# Jlenun 

But Isadora decided to let them all participate in her first concert, given in Moscow 
at the Bolshoi Theatre on November 7, 1921—the fourth anniversary of the 
Revolution. Here Is Its program. The cover said “Isadora Duncan ” in both Russian 
and English. 

\\ 

Ho AMce^opa peniHJia ho3bojihtb hm BceM npHmiTB ynacrae b ee nepBOM KOHpepTe, 
KOTopBiii cocToancfl b MocKBe b Bojibhiom TeaTpe 7 Hoa6pa 1921 ro,zia - b 
neTBepTyio nmoBiimHy peBOjnomiH. Bot ero nporpaMMa. Ha o6no>KKe HanncaHO 
«AiiceflOpa ,3,yHKaH» Ha pyccKOM h aHrjiHHCKOM mmiKax. 
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[] Below: Cover used for all of Isadora Duncan’s 1921 Russian programs. 

\\ Hroice: 06no>KKa, HcnojiB3yeMafl mia Bcex pyccKHx nporpaMM Ance^opBi flymcaH 
1921 ro^a. 


/. 

Introductory speech by A. V. Lunacharsky 
II. 

1. The International 

2. P.I. Tchaikovsky. Sixth Symphony. 
(Pathetique) A. Duncan 

3. P.I. Tchaikovsky. Marche Slav. A. 
Duncan 

4. The International A. Duncan 
The Bolshoi Orchestra conducted by 
Nicolai Golovanov 
\\ 

I. 

BcTynHTejiBHaa penr A.B. JlyHanapCKHH 

II. 

1. HHTepHamioHaji 

2 . n.H. BaHKOBCKHH. LUeCTaa CHM(|)OHHa. 

(naTeTHHecKaa) A. Ay nK 'an 

3 . n.H. BaHKOBCKHH. Maprn cjiaBaHKH. 

A. ^yHKaH 

4. HHTepHamioHaji A. ^ymcaH 

OpKecTp Bojibuioro [TeaTpa] noa ynpaBJieHHeM HHKOJiaa f OHOBaHOBa 


AHCE 40 PA 4 yHKAH 





Some exciting facts about this concert became known only a few years ago. Christo 
Pakov, a colonel in the Bulgarian army, was then studying at the First Soviet Military 
School for Pilots. He was one of the few lucky ones to get a ticket; a large part of the 
audience—most of them young theatrical people—broke in, filling all the passages 
and boxes. Confusion and disorder delayed the beginning of the concert. This 
enabled Lenin, speaking that night at a workers ’ meeting, to arrive in time. 

\\ 

HeKOToptie mnepecHbie (J)aKTti 06 stom KOHpepTe CTajiH H3BecTHbi Bcero 
HecKOJibKO neT Ha3afl. KpHCTO IlaKOB, iiojikobhhk SonrapCKOH apMHH, yHHJica b 
IlepBOM COBeTCKOM BOeHHOM y^HJIHipe gJW JieTHHKOB. Oh 6 bIJI OAHHM H3 HeMHOrHX 
cnacTJiHBHHKOB, KOTOpbie nojiyHHJiH 6 HJieT; Sojibinan nacTb ayuHTopnn - 
SOJIBIHHHCTBO H3 HHX MOJIOflbie TeaTpaJIbHbie JIIOAH - BOpBaJiaCb, 3anOJIHHB Bee 
npoxoflbi h 3aKoyjiKH. nyrainma h oecnopa/iOK laaep/Kaan naia.no KoimepTa. 3to 
no3BOJiHJio JleHHHy, BbicTynaBineMy toh hohbio Ha co 6 paHHH paBonnx, npnSbiTb 
BOBpeMH. 

When Christo Pakov saw Lenin in a box only a few yards away, he forgot about what 
was going on beyond the footlights: “I saw quite clearly his face, full offeeling and 
so expressive. Like a sensitive mirror, it reflected the minutest movement or gesture 
of the artist. During the performance of the ‘International, ’ Vladimir Ilyich seemed to 
have moved forward from his seat and, bending over the barrier, he fixed his gaze on 
the stage. By the facial expression, by the way he reacted to what was happening 
there, it was possible to judge how very much moved he was by that dance, and with 
what attention he absorbed its development. When the last chords of the 
‘International ’ had sounded, Vladimir Ilyich stood up and, joining the general 
expression of admiration, shouted loudly at the top of his voice: ‘Brava, brava, Miss 
Duncan ”[10] 

\\ 

Kor^a KpncTO IlaKOB yBH^eji JleHHHa b notice, Bcero b hcckojibkhx np^ax ot Hero, 
oh 3a6bra o tom, hto npOHCxo^HT 3a paMKaMH (JiOHapeii: «A coBepmeHHO ucho BH^eji 
ero jihho, nojiHoe nyBCTB, h TaKHx Bbipa3HTejibHbix. Kax HyBCTBHTejibHoe 3epKano, 
oho OTpa>Kajio MejibHainHHe abh^kchhh hjih 5KecTbi apracTa. Bo BpeMn 
npeACTaBJieHHn «HHTepHau,HOHajia» Bjia^HMHp Hjibhh, xax noKa3anocb, OTomeji ot 
CB oero MecTa h, HaKJioHHBiHHCb nag 6apbepOM, npHCTajibHO nocMOTpeji Ha cueHy. 
no Bbipa>KeHHK) jiHpa, no TOMy, xax oh pearnpoBan Ha npOHCxo^amee TaM, mojkho 
6bIJIO CyHHTb, HaCKOJIbKO CHJIbHO OH 6bIJI TpOHyT 3THM TaHH,eM, H C KaKHM 
BHHMaHHeM oh norjiomaji ero pa3BHTHe. Kor^a np03BynajiH nocjieflHHe aKKOpflbi 
«HHTepHaHHOHajia», Bjia^HMHp HjibHH BCTaji h, npHCoe,n,HHHBiHHCb k o6ipeMy 
Bbipa>KeHHK) BoexHmeHHn, rpOMKO KpHKHyn bo Becb tojioc: «BpaBO, 6paBO, MHCC 
3,ynKan»[ 10] 

Christo Pakov added that, in response to the call for an encore, Lunacharsky 
appeared before the curtain and said that the artist was willing to repeat the finale, 
but only if the audience would support her dancing with its singing. All stood up as 
one and, without waiting for the orchestra, sang. Lenin sang with them, strongly and 
with emotion, while Isadora danced, surrounded by the children. 

\\ 



KpHCTO IlaKOB flo6aBHJi, hto b OTBeT Ha B03rnac npHraameHHa Ha 6 hc, 

JlyHanapcKHH noaBHJica nepeA 3aHaBecoM h CKa3an, hto apracTKa roTOBa noBTOpHTB 
<J)HHaji, ho tojibko ecjiH nySjiHKa noAAep>KHT ee TaHei; cbohm neHHeM. Bee BCTajiH 
KaK oahh h, He AOKH^aact opKecTpa, 3anenH. JleHHH neji c hhmh chjibho h 
3MOHHOHajiBHO, a AilceAOpa TamieBana b OKpy^KeHHH AeTeii. 

Osaf Litovsky, a well-known critic, wrote in his review of the concert that the 
“International” was not yet “made” (as far as the choreography was concerned), but 
the simplicity and earnestness of spirit conquered everybody. The children grasped 
each other’s hands and followed Irma, now forming a snake-like spiral and now 
breaking into circles. They were dressed in red cotton tunics made from the cheap 
bunting used for flags. Many of them were quite small, and the sight was very 
moving. 

\\ 

Oca(J) JlHTOBCKHH, H3BeCTHbIH KpHTHK, nHCaJI B CBOeM o630pe KOHU,epTa, HTO 
«HHTepHau,HOHaji» eipe He «AOAenaH» (hto KacaeTca xopeorpa(J)HH), ho npocTOTa h 
eepte3HOCTB Ayxa noKopHJiH Bcex. /],eTH cxBaTHJiH Apyr Apyra 3a pyxn h 
nocjieAOBajiH 3a HpMoii, KOTOpaa CHanajia o6pa30Bana 3MeeBHAHyio cniipajib, h 3Ta 
cnHpajiB 3aTeM pacnanact Ha Kpyrn. Ohh 6bijih oactbi b KpacHbie 
xjionHaTo6yMa5KHbie TymncH H3 AemeBOH MaTepnn, HcnojiB3yeMOH giw (J)jiaroB. 
MHOTHe H3 HHX 6bIJIH COBCeM MaJieHbKHMH, H 3peJIHHie 6bIJIO OHeHb TpOraTeJIbHbIM. 
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Prior to his description of Isadora’s “Marche Slav, ” which he called her greatest 
artistic success, Litovsky stated that she was no longer the Greek goddess capturing 
the imagination of Moscow poets, as she had been in her previous appearances 
(before the Revolution). In spite of this indirect criticism, he rated the concert as a 
“real, harmonious festival of the liberated human body a revolutionary reading of 
musical masterpieces, breathing beauty of plasticity and mime. ”[11] 

\\ 

IlepeA cbohm onncaHHeM «Mapma CnaBaHKH» AiiceAOpbi, KOTOpbiil oh Ha3Ban ee 
BejTHHaH TTi HM xyAO>KecTBeHHbiM ycnexoM, JIhtobckhh 3aaBHJi, hto OHa 6ojibme He 
rpenecKaa SorHHa, 3axBaTbiBaiOHiaa BOo6pa)KeHHe mockobckhx noaTOB, xax OHa 
6biJia b cbohx npejTbTTTy nT Hx BbiCTynjieHHax (ao peBOJiKDHHH). HecMOTpa Ha 3Ty 
KOCBeHHyiO KpHTHKy, OH OHeHHJI KOHH,epT KaK «IiaCTOaUHlH», rapMOHHHHblH 
npa3AHHK ocBo6o)KAeHHoro HejiOBeHecKoro Tejia, peBOJHOHHOHHoe HTeHHe 
My3biKajibHbix meAGBpoB, Abixamie KpacoTbi njiacTHKH h naHTOMHMbi».[l 1] 

# AjieKcandp Pyjunee 

But I also want to quote an unknown, yet highly professional account of the same 
concert by Alexander Rumnev (1899-1965), an actor of the Kamerny Theatre but also 
a dancer and mime: 

“A colossal number of theatrical youth broke through the controls and flooded the 
Bolshoi Theatre from the first tier to the last. I managed to get into one of the lower 
boxes. Thanks to my considerable height, I had an excellent sight-line. 

\\ 



Ho a Taioice xony npouHTHpoBaTb HeH3BecTHbiH, ho BbicoKonpocfieccHOHajibHbiH 
paccKa3 o tom ace KOHHepTe AneKcaH^pa PyMHeBa (1899-1965), aicrepa KaMepHoro 
TeaTpa, a Taxace TaHpoBHiHKa h MHMa: 

«OrpoMHoe KOJiHnecTBo TeaTpajibHoii MOJiofleacn npopBajiocb nepe3 opraHbi 
ynpaBJieHHa h 3aTonHJio Eojibhioh TeaTp ot nepBoro ypOBHa go nocjieAHero. MHe 
y^aiiocb nonacTb b oaiih 113 hh>khhx 6okcob. Ejiaro,napa 3HaHHTejibHOMy pocTy, y 
Memi 6biJia npexpacHaa jihhhh o630pa. 

“Duncan danced Tchaikovsky’s ‘Marche Slav. ’ She appeared from the side, upstage. 
Bent, stepping slowly and heavily, hands seemingly chained behind her back, she 
moved to the center of the huge stage. Her heavy, mature figure—she was then past 
forty—was covered only to the knees with a transparent chiton. The picture instilled 
amazement, for it was completely contrary to the customary notions of trim ballet 
dancers always ‘holding their backs. 

\\ 

« r Zl,yHKaH TaHH,eBaji «Mapm CaaBJiiiKH» HaincoBCKoro. Om noaBHjiacb c 6 oicy, 3a 
KyjiHcaMH. CorHyBHiHCb, rnaraa Me^JieHHO h Taaceno, pyKH, Ka3anocb 6 bi, 
npHKOBaHHbie HenbK) 3a cmiHOH, OHa flBHHynacb k pernpy orpOMHoii cueHbi. Ee 
Taacejiaa, 3pejiaa cjinrypa - eir Toraa 6bijio 3a copox - 6 braa noKpbiTa tojibko go KOJieH 
np03paHHbiM xhtohom. KapTHHa BHymana H3yMJieHHe, nocKOJibKy OHa nojiHOCTbio 
npOTHBOpeHHJia oSmenpmniTbiM npeflCTaBJieHHaM 06 ypaBHOBemeHHbix SaaepHHax, 
KOTopbie Bcer/ia .nepacajincb 3a cnHHy.» 

“Everything was new and everything was different. Her bare legs were massive and 
rather too thick around the knees. Her small, dark head of auburn, almost bronze 
hair all but touched the floor in tune with the heavy, sorrowful steps. 

\\ 

«Bce 6biJio hobbim, h Bee 6brao HHane. Ee rouble hoth Smhh MaccHBHbiMH h 
flOBOJibHO TOJiCTbiMH BOKpyr KOJieH. Ee MajieHbKaa TeMHaa rojiOBa KaniTaHOBbix, 
noHTH 6p0H30Bbix bojioc noHTH Kacajiacb nojia b rapMOHHH c TaaceabiMH 
nenajibHbiMH maraMH.» 

“Tchaikovsky’s music was interpreted as a tableau of liberation from serfdom. When 
the tzarist hymn sounded In the orchestra, Duncan was in the center of the stage. She 
stood up; fury distorted her features. I even thought she was a little cross-eyed. 
Having broken her fetters with great effort, she stood there throughout the entire 
hymn, hating and infuriated, with clenched fists, her eyebrows drawn together, her 
small mouth halt open. When the musical theme changed, she stood for a long time 
examining her heavy hands, numb from fetters, and gradually fury and hatred yielded 
to a feeling ofjoy and freedom. She concluded with several powerful leaps. ”[12] 

\\ 

«My3biKa HaiiKOBCKoro 6biJia HCTOJiKOBaHa KaK cuenapiiH ocBoooacjieinni ot 
KpenocTHoro npaBa. Kor^a b opKecTpe 3Bynaji papcKHH thmh, ^ymcaH 6biji b pempe 
CHeHbi. OHa BCTajia; apocTb HCKa3HJia ee nepTbi. R .naace ^yMaji, hto OHa hcmhoto 
KoeoTJia3aa. C orpOMHbiM ycnjineM, cjiOMaB okobbi, OHa cToajia TaM Becb thmh, 
HeHaBH^a h npHBo,na b SemeHCTBO cacaTbie KyjiaKH, ee 6poBH cohijihcb BMecTe, ee 
MajieHbKHH pOT 3acTbiJi HenoflBHacHO. Kor^a My3biKajibHaa TeMa H3MeHHJiacb, OHa 
flOJiro cToajia, paccMaTpHBaa cboh Taacejibie pyKH, OHeMeBinne ot okob, h 



nocTeneHHO apocTb h HeHaBHCTb ycTynajiH uyBCTBy pa^ocTH h cboGo^bi. OHa 
3aBepniHJia hcckojibkhmh MOipHtiMH npbDKKaMH».[12] 

Alexander Rumnev found the ensuing applause not sufficiently loud for such a large, 
overt died auditorium. More had been expected from Duncan’s art. Many were 
shocked by her appearance. The transparent chiton on a no-longer-young woman 
and the absence of a brassiere were offensive to customary ideas of elegance. * 
Further, Duncan’s movements were closer to mime than dance, unconvincing to 
people brought up on classical ballet with its virtuoso technique. The simplicity of 
her means of expression surprised too many professionals In the audience. 

\\ 

AneKcaH^p PyMHeB cueji nocjieflOBaBHiHe 3a 3thm anno^HCMeHTbi HeflOCTaTOHHO 
rpOMKHMH TaKOH 6 03bLUOH, OTKpOBeHHOH ayUHTOpHH. EOJIbUie O'/KHUaaOCb OT 

ucKyccTBa ^ymcaH. MHorue Sbijih moKupoBaHbi ee BHeniHOCTbio. np03pauHbiu 
xhtoh Ha yxce He moho^oh >KeHiH,HHe, h OTcyTCTBHe SiocTrajibTepa Sbijih 
OCKOpSHTeHbHbIMH npHBbIHHbIX npeflCTaBJieHHH 06 33eraHTH0CTH. * B 
^aubHeiimeM, ABHJxeHmi ^yHKaH Ebijih 6 uH>Ke k naHTOMHMe, ueM k TaHH,y, 
HeySeflHTeubHbi jpisi jnoAeH, BoenHTaHHbix Ha KJiaccHuecKOM 6 ajieTe, c ero 
BIIpTy03H0H TeXHHKOH. IIpOCTOTa ee CpeHCTB Bbipa/KeiHHI yUMBIiaa CJIHIHKOM 
MHorHx npo<j)eccHOHa30B b ayUHTOpHH. 

*Rumnev later became a close friend to whom Isadora turned for advice, which she 
sometimes accepted: “She continued coming out in a transparent chiton without 
makeup or brassiere. She explained the absence of makeup by the necessity of 
keeping everything true to lite — incidentally, in private life she used plenty of 
maquillage, but it was not enough for the stage. I succeeded in persuading her to 
make up especially for the stage.... But nothing came of the brassiere propaganda. 

She continued dancing without one and frequently her breast left out of the chiton. 
With a gesture full of chastity and grace she would replace it to the murmur of the 
orchestra seats and considerable din from the gallery. She treated this as en 
absolutely natural thing and was not confused in the least by the reaction in the 
auditorium. ” 

\\ 

*PyMHeB no3)Ke CTaji 6jih3khm ApyroM, k KOTOpOMy AMce^opa oSpamajiacb 3a 
coBeTOM, KOTopbiH OHa HHor^a npHHHMajia: «OHa npoflOJDKajia bbixoahtb b 
np03pauH0M xHTOHe 6e3 Maxmoica hjih SiocTrajibTepa. OTcyTCTBHe MaicmDKa OHa 
o&uscHHJia Heo6xoAHMOCTbio coxpamiTb Bee npaBAonofloSHbiM, b uacTHOCTH, b 
JIHHHOH 5KH3HH OHa HCn0JIb30BaJia MHOrO MaiOUDKa, HO 3TOrO 6bIJI0 He^OCTaTOUHO 
giix CHeHbi. MHe yflauocb yEe^HTb ee HaBepCTaTb ynymeHHoe cneHHajibHO gim 
cueHbi... Ho HHuero He bbihuio 113 EiocTTajibTepcKOH nponaraHAbi. OHa npoflOJDKajia 
TaHH,eBaTb 6e3 e^HHoro [npe^MeTa oaokabi], h uacTO ee rpyub ocTaBajiacb BHe 
xHTOHa. )KecTOM, nouHbiM pe30MyApH3 h rpauHH, OHa nonpaBJuma ero nofl myM 
opKecTpoBbix CH^eHHH h rpOMKHH ryji H3 rajiepeH. OHa BoenpHHHMajia 3to xaic 
a6co3K)THO ecTecTBeHHyio Beipb, hhhb KoeM Mepe He CMymajiacb peaiouieH b 
3ajie». 

lam not so sure about the accidental disorder in Duncan’s costume, since it occurred 
at every performance, confusing, if not the great dancer, then the children who — 



according to Yulia Vashentseva — used to avert their eyes. And here is evidence from 
another actor, Leonid Shikhmatov: “This was not the young, slim dancer, built as a 
goddess, who conquered the world. She was past forty at the time and had visibly 
gained weight, though her figure still maintained beauty of line. There was really no 
dance in her dancing. Duncan rather walked to music with a raised arm, whispering 
some sort of words. She walked to the music of the International in an energetic, 
rhythmic step as if summoning masses to struggle, while her hand with two pointed 
fingers conducted the singing of an imaginary crowd. To the last strains of the music 
the artist ran upstage, and exposed her left breast, symbolizing a nursing mother 
giving strength to the popular elements. ”[13] 

\\ 

A He yBepeH b cjiynaiiHOM Secnopiipxe b KOCTiOMe ^yrocaH, nocKOJiBKy oh 
npOHexoflHJi Ha xa^xpoM cneKTaKJie, c6nBa r c TOJiicy, ecjin He BejiHKoro TaHpopa, to 
fleTeii, KOTOpBie, no cnoBaM IOjihh BameHueBOH, npHBBiKJiH otbophtb rna3a. A bot 
CBHfleTejiBCTBO ppyroro axTepa, JleoHHpa IIInxMaTOBa: «3to 6Bma He MOJiopaii 
CTpOHHan TaHH,OBHj;HH,a, nocTpoeHHaa xax 6orHHa, noKOpHBmaa MHp. B to Bpeivni en 
6bijio y)ice 3a copox, h OHa 3aMeTHO npnSaBHJia b Bece, xora ee cf)Hrypa Bee eipe 
coxpamuia KpacoTy jihhhh. B ee TaHpax peHCTBHTenbHO He 6bijio TaHpeB. ^yHxaH 
CKOpee rnjia no My3bixe c noproiTOH pyxoii, menna xaxne-TO cnoBa. OHa nuia no 
My3Bixe MHTepnaHHonajia 3nepnTinbiM, phtmhhhbim rnaroM, cjiobho npH3BiBaa 
Macc&i x 6opb6e, a ee pyxa pByMa octp&imh nanbpaMH Bejia neHHe BOo6pa3xaeMOH 
TOJinti. Ha nocjieflHHx 3Byxax My3Bixn apTHCTxa Bbi6e>xajia Ha cueny, h oGna'/XHaa 
CBOK) JieByiO Tpy^b, CHMBOJIH3Hpy5I XOpMMHiyiO MaTb, AaiOHiyiO CHJiy HapOAHbIM 
MaccaM».[13] 
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# IOjiur Bauienqeea 

[] Below and right: Yullia Vashentseva. 

\\ BHH3y h cnpaBa: lOjina BameHueBa [BacHepoBa], 


* 



Of the one hundred fifty children who appeared in that November 7 concert, only 
forty could remain with the school, for this was the number of cots in the dormitory 
and the funds could not provide for a larger contingency. Of necessity, more than a 
hundred had to be weeded out. Yulia Vashentseva, one of the few children remaining 
from the original lot, recollects: 

\\ 

M 3 CTa iMTFmecflTH fleTeii, no^BUBniHxca Ha KOHHepTe 7 HoaSpfl, tojibko copoic 

MOrJIH OCTaTBCfl B HIKOJie, nOCKOJIBKy 3TO 6&IJIO KOJIHHeCTBO AeTCKHX KpOBaTOK B 
oShiokhthh, h cpe^CTBa He MorjiH oSecnenHTb 6ojibinero KOHTHHreHTa. no 
Heo6xoAHMOCTH, 6onee CTa Hy>KHO 6bijio OTce^Tb. lOnmi BameHueBa, o^Ha H3 
HeMHornx ^eTeii, ocTaBHinxca ot nepBOHanajiBHoro Ha6opa, BcnoMHHaeT: 

“It was my brother (who became a well-known writer) who read the notice in 
Moscow Worker. I had always loved to dance, so the family decided to answer the 
announcement. Our family was a large one, of very modest means. We lived in the 
very heart of Moscow, not far from the school on Prechistenka, but we were very 
crowded. 

\\ 

«3to 6biji moh 6paT (xoTopbiH CTaji H3BecTHBiM nncaTejieM), KOToptm npOHHTaji 
3aMeTKy b «Mockobckom pa6oneM». Yl Bcer^a moGnjia Tam;eBaTb, nosTOMy ceMmi 
peniHJia OTKJiHKHyrbCfl Ha o6miBJieHHe. Hama ceMmi 6bma 6onbmoH, oneHb 
CKpOMHOH. MbI 5KHJIH B CaMOM HeHTpe MOCKBBI, HeflaJieKO OT mKOJIbl Ha 

npeHHCTeHKe, ho Hac 6 bijio oneHb mhoto.» 

“I was a very timid child, small of stature, who was brought to the school for the 
daily exercises that were designed to demonstrate our abilities. We were taken up to 
the big blue room where classes took place under Isadora’s guidance. Every child 
was given a red tunic. Isadora stood facing us and showed us how trees sway and 
swing in the wind, while the leaves (our wrists and fingers) keep slightly fluttering. 
The movements of her arms and hands were incredibly beautiful. Even we, such small 
children, could understand this. 

\\ 

«Yi 6biJia oneHb po6khm peSemcoM, MajieHbKoro pocTa, KOTOporo npHBejiH b mKOJiy 
gun e'/KemieBiibix ynpa>KneiniH, KOTopbie 6 bijih pa3pa6oTaHbi, htoobi 
npofleMOHCTpHpOBaTb Hamn choco6hocth. Hac otbcjih b Sojibmyio rony6yio 
KOMHaTy, r^e npoxo^HJiH 3amiTmi no# pyxoBOflCTBOM AHce^opbi. Ka^K^OMy 
pe6emcy ggjm KpacHyio TyHHKy. Ance^opa cTomia jihhom k HaM h noKa3ana, Rax 
AepeBba KanaiOTca h H3rn6aK)TCfl Ha BeTpy, a jihctb^i (Hamn 3amicTmi h najibHbi) 
npOAon^KajiH cjierKa TpeneTaTb. ,3,BH>KeHmi ee pyx h khctch 6bijih HeBepo^THO 
KpacHBbi. ^a)Ke mbi, Taicne MajieHbKHe ^era, motjih 3to nomiTb.» 

-13 

“Beautiful music, played on the grand piano by a good pianist (at that time it was 
either Pyotr Luboshitz or Marc Meitchik, enhansed the impression of our being 
transported to another world. There she stood, Isadora, beautiful and in every way 
different from other people. She was different. She was a genius and a real 



revolutionary. Now, when I am past sixty, I am both proud and happy to have been 
privileged to work under her—even to have seen and known her. 

\\ 

«f[peKpacnafl My3bnca, cbirpannaa Ha poajie xoponiHM niianucTOM (b to BpeMH 3to 
6biji jih6o rieTp JIk)6ohihh, jih6o MapK Mchhhk), ycHJiHJia BnenaTJieHHe, hto Hac 
nepeHOC^T b flpyroil MHp. TaM OHa CTonna, AMce^opa, KpacHBaa h, bo Bcex 
othohichhhx, OTJiHHHaa ot Apyrnx Jiiofleii. OHa 6tuia Apyroii. OHa 6tuia reHHeM h 
HacToaniHM peBOJiKDHHOHepOM. Tenepb, xor^a MHe 3a mecTbflecHT, a h rop)Kycb, h 
cnacTJiHB, hto MHe Bbinajia hcctb pa6oTaTb c Hen - ^a>Ke bhactb h 3HaTb ee.» 

“Lessons went on for three months. We were all brought to the Bolshoi Theatre on 
November 7, 1921, to be led by Irma in the ‘International. ’As we gradually filled the 
stage, Isadora embraced and caressed us, tears streaming from her eyes. And on 
future occasions, whenever she danced with us small children, she invariably cried. 

\\ 

«ypoKH npoflOJDKajiHCb TpH Mecnpa. Hac Bcex npHBe3JiH b Eojibihoh TeaTp 7 HoaSpa 
1921 ro^a, no^ pyKOBOflCTBOM HpMbi b «HHTepHan,HOHajie». Kor^a mbi nocTeneHHO 
3anojiHHJiH cueHy, Ance^opa o6mma h oBnacicajia Hac, cne3bi tckjih H3 ee rjia3. H b 
oyjTy in Hx cjiynaax, Kor^a OHa TaHpeBana c HaMH, MajieHbKHMH ^ctbmh, OHa 
HeH3MeHHO njiaKajia.» 

“At last the day of the final examination and selection arrived. We were told to do 
what we had learned to the accompaniment of the piano. Then some were given red 
tickets, and the others green ones. There were forty red ones for the number of 
children she could keep. But we did not understand the significance of this procedure 
and ran with equal happiness to the next room, with one or the other ticket in hand, 
to be sorted out by assistants. 

\\ 

«HaKOHeu-TO nacTynna neiib cj)HHajibHoro 3K3aMena h OTOopa. HaM cica3ajiH ^ejiaTb 
to, hto mbi y3HajiH, nofl aKKOMnaHeMeHT (j)opTeniiano. 3aTeM HeKOTOpbie nojiyHHJiH 
KpacHbie Shjictbi, a flpyrne 3ejieHbie. BbiJio copox KpacHbix Ha kojihhcctbo AeTeii, 
KOTOpbix OHa Moraa ^epJKaTb. Ho mbi He nomuiH 3HaneHHH stoh npoHe,nypbi, h c 
paBHbiM cnacTbeM noBoicajiH b CHe^yiomyK) KOMHaTy c tcm hjih hhbim Shjictom b 
pyicax, hto6bi hx pa3o6pajin homohihhkh.» 

“The school was officially opened on December 3, 1921. My family brought me this 
time to live there. 

\\ 

«IIlKOJia 6biJia ocf)HHHajibHO OTKpbiTa 3 fleicaSpfl 1921 ro^a. Moa ccmba npHBena 
MeHH Ha 3TOT pa3, HTOObl 3KHTB TaM.» 

“I was among the first girls to be given the Chinese room on the ground floor as a 
dormitory. How beautiful it was, all done in black lacquer with encrustations in the 
Chinese style. When in bed, we could look at our reflections in the ceiling that was 
made of mirror, as were the cornices. The wallpaper was silk with a Chinese design; 
the furniture black. When we were put up for the first night in spotlessly clean cots 
with snow-white sheets and warm red blankets [donated by the American Relief 



Administration (ARA)J, I felt I was in paradise—though the mattresses were, 
intentionally, very hard. 

\\ 

«R 6tma oahoh H3 nepBBix /jeBymeK, kotopbim ggjm oSmemiTHe b KHTancKOH 
KOMHaTe Ha nepBOM 3Ta>Ke. Kaic 3 to 6bijio KpacHBO, Bee BbinojiHeHO b nepHOM Jiaice c 
HHKpyCTan,H5IMH B KHTailCKOM CTHJie. HaXOA^CB B nOCTeJIH, MBI MOrJIH CMOTpeTb Ha 
HaniH oTpa/KemiH b noTOJiKe, KOTopbiH 6 biji caeaan H3 sepKaaa, kbk h KapHH3bi. 

06oh 6bijih mejiKOBbie c khtbiickhm pncyHKOM; MeSenB HepHan. Kor^a mbi npoBejin 
nepByio hohb b 6e3ynpenHO hhctbix KpoBaTKax c SenocHemibiMH npocTBimiMH h 
TenjibiMH KpacHBiMH ofle^JiaMH [no>xepTBOBaHO a^MHHHCTpaHHeH AMepHtcaHCKOH 
noMOHjH (ARA)], a nonyBCTBOBajia, hto Haxo>icycB b paio, xora MaTpacbi 6bijih 
H aMepeHHO oneHB tidkojibimh.)) 

“True, in the morning we had to get up at seven in an unheated house and, after a 
gymnastics lesson with Irma in the Blue Room, had to run downstairs for an 
absolutely ice-cold shower. But we never caught colds. 

\\ 

«IIpaBAa, yrpOM HaM Hy>KHO 6 bijio BCTaBaTb b ceMb nacoB b ^OMe 6e3 no,norpeBa, h 
nocjie ypoxa rHMHacTHKH c HpMOH b «rojiy6oii KOMHaTe» npnxoAHJiocb 6e>KaTB 
BHH3 no JieCTHHHe, HT06bI npHH^ITb a6cOJHOTHO JieAHHOH flyrn. Ho MBI HHKOr^a He 
npocTy)KajiHCB.» 

“If, however, one of the girls showed signs of a throat infection, all of us were lined 
up and told to open our mouths, so that the medical nurse could paint our throats 
with a solution of iodine. This precaution invariably worked. We also had a ‘niania, ’ 
a regular nurse named Frosia, to look after our needs, for we were, after all, small 
children. 

\\ 

«O^HaKO, ecjiH, y o^hoh H3 ^eBOHeic noflBjnuiHCB npH3HaKH HH(J)eKHHH ropjia, to Bee 
MBI BBICTpaHBaJIHCB B OHepeflB, H yTOBOpHJIH OTKpBITB pOT, HTOSbl MeflCeCTpa MOTJia 
noKpacHTB ropjio pacTBOpOM no^a. 3Ta npeflOCTOpomiocTB HeH3MeHHO pa6oTajia. Y 
Hac Taioice 6braa hhhh, oSbiHHan Me^cecTpa no hmchh cDpocn, KOTOpan 3a6oTHJiacb o 
HaiHHX nOTpeSHOCTMX, nOTOMy HTO MBI 6 bIJIH, B KOHHe KOHHOB, MaJieHBKHMH 
AeTBMH.» 

“Very soon we each got a uniform. It was modest but imaginative. The daily dresses, 
made of cheap cotton stuff, were butt-colored, with small red bows tied at the V-neck 
opening. It was Isadora who said, ‘Let them be dressed like the Red Army men ’ So 
our overcoats (which the school could afford only somewhat later) were designed like 
the Red Army’s greatcoats and looked very stylish. (We are wearing these coats in 
the picture taken shortly before we left on our tour of Siberia and the Far East.) 

\\ 

«OneHB CKopo mbi nojiyHHJiH cfiopMy. 3 to 6bijio ckpomho, ho o^apeHO 6oraTBiM 
Boo6pa>KeHHeM. noBceflHeBHBie njiaTBH, c,nejiaHHbie h 3 flemeBoro xjiontcoBoro 
MaTepnajia, 6 bijih pa3Horo HBeTa, c MaJieHBKHMH KpacHBiMH 6aHTaMH, 3aBH3aHHBiMH 
Ha V-o6pa3HOM BBipe3e. Hmchho Aiice,nopa cica3ajia: «nycTB ohh 6y^yT o^eTBi, Kaic 
KpacHoapMeiiHbi». nosTOMy Harnn najiBTO (KOTopBie niKOJia Morna ho3bojihtb ce6e 
TOJIBKO HeCKOJIBKO n03)Ke) SblJIH CKOHCTpyHpOBaHBI KaK IHHHeJIH KpaCHOH apMHH, H 



BbirjumejiH oneHb cthjibho. (Mbi o^eTBi b 3th naubTO Ha cjiOTorpacjiHH, c^ejiaHHOH 
He3aflOJiro ro Toro, KaK mbi oTnpaBHJiHCB b Typ no CnOnpH ii ^ajiBHeMy BocTOKy.)» 

“We used to go for walks from Prechistenka 20 to the nearby, small park 
surrounding the then- still-standing Cathedral of Christ the Savior. We marched in a 
crocodile and wore rather ugly boys ’ boots. In time we sported jolly, red boots and 
tiny red hats. 

\\ 

«PaHBHie mbi xoahjih ot IIpeHHCTeHKH 20, k HeSojiBHiOMy coce/pieMy napKy, 
ORpyacaioipeMy Tor^a eipe coxpaHHBHiHHca XpaM XpHCTa Cnacnrean. Mbi xoahhh 
napaMH, h hochjih aobojibho ypo,zpiHBBie MajiBnyxoBBie Oothhrh. Co BpeMeHeM mbi 
nepeoOyjincB b BeceaBie KpacHBie canorn h KpomenHBie KpacHBie manonKH.» 

“We were fed four times a day and, though the diet was modest, we never went 
hungry. At meals we were allowed to ask for a second helping. For breakfast we were 
given porridge, usually of oats or millet, with plenty of condensed milk. For dinner 
we were always served soup, another kind ofporridge, plenty of bread, a compote of 
dried fruits, lard [like the condensed milk, it was provided by the ARAJ, and—of 
course—lots of potatoes in various guises. For those times, we were fed very well. 

For me, a girl who had known considerable hardships, this was truly wonderful fare. 

\\ 

«Hac KOpMHJin neTBipe pa3a b achb, h xoth ^neTa 6biaa ckpomhoh, mbi HHKor^a He 
rojiOAanH. Bo BpeMn e^Bi HaM pa3peniHJiH npocHTB ^oOaBKH. Ha 3aBTpaic HaM ^aBajin 
icarny, oObihho H3 oBca hjih npoca, c Oojibihhm kojikhcctbom crymeHHoro MOJiOKa. 

Ha yacHH HaM Bceraa noaaBaan cyn, apyryio Rainy, MHoro xaeoa, romhot 113 
cyxocJipyRTOB, caao [RaR crymeHHoe mojioro, ROTOpoe 0Biao npeflOCTaBaeHO APA 
(ARA)], h, ROHenHO ace, MHoro RapTOcfieaa b pa3aHHHBix cfiopMax. B Te BpeMeHa Hac 
oneHb xoponio ropmhjih. Meroi, ^eBOHRH, ROTOpaa 3Haaa HeMaaBie TpyzpiocTH, 
3to 6&raa fleiicTBHTejiBHO 3aMeaaTeaBHaa npOBH3Hn.» 
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“After breakfast, we had our academic studies. At first they were given at one big, 
general table. Afterward we were divided into groups according to age and assigned 
special classrooms. The regular curriculum was augmented with lessons in English 
and French, and with listening to music. 

\\ 

«nocne 3aBTpaRa y Hac 6bijih aRa^eMnnecRHe 3ammni. CHaaaaa hx ^aBajin 3a 
oahhm Oojibhihm o6hihm ctojiom. nocne 3Toro mbi pa3,neaaaHCB Ha rpynnbi, b 
3aBHCHMOCTH OT B03paCTa, H HanpaBaiDIHCB B eneHHaJIBHBie RJiaCCHBie ROMHaTBI. 
OSBiHHaa yaeOHaa nporpaMMa SBiJia ^onoaHeiia ypoxaMH aHraHHCRoro h 
(jipaimy icKoro hsbikob, h npocayiHHBaHHeM My3BiRH.» 

“Oh, that beautiful music! After dinner we had an hour’s sleep and then—following a 
cup of tea made from shredded, dried carrots—went up to the Blue Room with its soft 
blue rug (Isadora’s own) and its walls hung with blue curtains to conceal the 
pretentious taste of the former owners. This room was also known as ‘the room of 
silence. ’ We started our five-to-seven lesson with Isadora (who always sat in an 



armchair) by listening to good music. And what music and what pianists — the best in 
Moscow at that time were glad to play for Isadora. 

\\ 

«0, 3Ta KpacHBaa My3bixa! nocne o6eaa mbi cnajiH Hac, a 3aTeM - nocne Hamxn nas 

H3 H3MeJItHeHH0H, BbICyHieHHOH MOpXOBH - HIJIH B T OJiy 6 yiO KOMHaTy, C ee M5ITXHM 
CHHHM KOBpHKOM (coScTBeHHO AHCeaOpbl) H CTCHaMH, yBemaHHbIMH CHHHMH 
niTOpaMH, htoom CKpMTb npeTenmiosiibiH BKyc SbiBineH BJiaaejibHbi. 3Ta KOMHaTa 
6 bina TaK>Ke H3BecTHa Kaic «KOMHaTa MOJiHaHHH». Mm nan h naan Ham ypOK, c rorra 
go ceMH, c AnceaopOH (xoTOpaa Bceraa CHaena b Kpecae), cayman xopomyio 
My3MKy. M KaKyK) My3MKy, h Katcne niiaiiMCTM - jiynmne b Mockbc, b to BpeMH, 

6mjih paabi HrpaTb ana AHceaopbi. » 

“When [Serge] Essenine appeared on the scene, he used to come to the Blue Room to 
listen to the music with us. We sat on the blue rug, while he sat on the floor at 
Isadora’s feet. I can still see so vividly his golden head on her lap. 

\\ 

«Koraa [Cep>x] Ecchhh noflBjnmcfl Ha cijeHe, oh npHxoami b TojiySyio KOMHaTy, 
hto 6 bi nocaymaTb My3MKy c HaMH. Mm CHaenH Ha chhcm KOBpe, a oh CHaen Ha nojiy 
y hot AHceaopbi. A ao chx nop Tax apxo Broxy ero 30JiOTyio ronoBy Ha ee xojiemix.» 

“Then Isadora would start her dancing lesson. Irma—always present—demonstrated 
all the leaps and strenuous movements. Isadora was concerned with the spiritual side 
of dancing, and her demonstrations were incomparably beautiful and hard to imitate. 
Isadora always wanted us to have a technique stronger than hers or even Irma’s, and 
it was Irma who saw to this. She developed our elevation by making us jump over a 
string, lifted higher and higher by two girls. We could do nearly full splits in the air. 
We also danced on high [three-quarter] pointe, while lovely Shura Aksenova — 
perhaps the most gifted among us — could stand on pointe in bare feet. 

\\ 

«3aTeM Anceaopa HannHana ypox TanpeB. HpMa - Bceraa npHcyrcTByiomaji - 
aeMOHCTpnpOBajia Bee npbDxxn h 3HeprHHHbie aBmxeHmi. Anceaopa 6 biJia 
3aHHTepecoBaHa b ayxoBHon CTOpOHe Tanpa, h ee aeMOHCTpaHHH 6 bijih 
H ecpaBHeHHO xpacHBM h hm 6 mjio TpyaHO noapa^xaTb. Anceaopa Bceraa xoTena, 
hto 6 m y Hac 6 biJia TexHnxa, 6 onee CHJibHaa, neM y Hee, hjih aa>xe neM y HpMM, h 
HM eHHO HpMa 3a6oTHJiacb 06 3tom. OHa noaiBuia Hamy BbicoTy, 3acTaBHB Hac 
nepenpbirHBaTb nepe3 BepeBxy, xoTOpyio aBe aeBonxn noaHHManH Bee Bbime h 
B bime. Mm motjih caenaTb nonra nojiHMH mnaraT b B03ayxe. Mm Tax>xe TaHu,eBajin 
Ha BbicoxHx [Tpn HeTBepTH] nojiynajibpax, b to BpeMJi, xax tojibxo MHJiaa LLIypa 
AxceHOBa - bo3mo>xho, caMaa oaapeHHaa H3 Hac - Morna ctoatb Ha najibpax 6 ocbimh 
H oraMH.» 

“But the really important thing was the absolute fusion of dance with music. Isadora 
had the ability to convey the minutest light and shade of the music in her dancing and 
gradually she developed this skill in us. We really danced music, not merely to music. 
Isadora’s lessons expanded our horizons and lifted us to a higher plane. ” So Vulia 
Vashentseva concluded her story. 

\\ 



«Ho, no-nacToameiviy BaacHbiM, 6tmo a6coniOTHoe camnnie TaHu,a c My3biKOH. 
Afice^opa oGna^ajia enoeo6HOCTbK) nepe^aBaTb MejibHainHHH cbct h orreHOK 
My3biKn b cbocm TaHpe, h nocTeneHHO OHa pa3BHBajia b Hac 3to yMeHHe. Mbi 
^eHCTBHTejibHO TaHueBajiH My3biKy, a He npocTO no^ My3biKy. YpOKH AHce^opbi 
pacniHpHJiH Ham Kpyro30p h noAH^uiH Hac Ha 6onee bbicokhk ypOBeHb.» Taic lOjirni 
BameHueBa noABejia HTor cBoeii hctophh. 

# Enena Tepenmbeea 

Several girls were taken into the school after its official opening when it was decided 
that additional talent would be welcome. Elena Terentieva, born in Moscow in 1913, 
was one of these. Here is her story as she told it to me: 

\\ 

HecKOJibKO fleBoneK Sbijih B3aTbi b nncojiy nocne ee ocf)HHHajibHoro OTKpbiTHa, Kor^a 
6biJio perneHO, hto flonojiHHTejibHbie TajiaHTbi 6ypyT npHBeTCTBOBaTbca. EjieHa 
TepeHTbeBa, poflHBHiaaca b Mockbc b 1913 ro^y, 6bma oahoh H3 hhx. Bot ee 
HCTopna, KaK OHa paccKa3ana MHe: 

“My sister worked at the Comintern, and from some Americans there she learned 
about Isadora’s school in Moscow. I loved to dance, so my sister had a ‘council of 
war ’ with my mother, and they decided to place me in the school. Luckily, a new 
audition was announced just then, at the end of December, 1921. Forty children 
came, among them Marianna Yaroslavskaya, daughter of the well-known leader of 
atheism. 

\\ 

«Moa cecTpa pa6oTana b KoMHHTepHe, h ot HeKOTopbix aMepnicaHHeB OHa y3Hana o 
niKOJie Aiice,nopbi b MocKBe. A moGnjia TaHpeBaTb, nosTOMy y Moen cecTpbi 6biji 
«BOeHHbIH COBeT» C MOeH MaTepbK), H OHH peiHHJIH nOMeCTHTb MeHS B mKOJiy. K 
cnacTbio, HOBoe npocjiymHBaHHe 6bijio o6baBJieHO hmchho Tor^a, b kohhc ^eicaSpa 
1921 ro^a. npnmjiH copox fleTeii, cpe^H hhx MapnaHHa ilpocjiaBCKaa, florn. 
H3BecTHoro JiH^epa aTeH3Ma.» 

“We were given red tunics and brought in pairs to the Blue Room. This was a 
fabulous sight, never to be forgotten. The walls were hung with blue curtains, the 
huge ndelier, camouflaged by a large pink scarf sent diffused light over Isadora. 
Wearing a red mantle, she sat in an armchair, more beautiful, more majestic than 
anything I had ever seen or dreamed of in my life. Near her stood a good-looking, 
dark-haired girl, dressed in a light tunic. This was Irma. Ilya Ilyich Schneider was 
also present, and his opinion was always considered. 

\\ 

«HaM ^ajiH KpacHbie TymncH h napaMH npHBe3JiH b roayoyio KOMHaTy. 3to 6bijio 
HeBepoiiTHoe 3pejmme, KOTOpoe HHKoryja He 3a6yneTca. Ctchbi Sbijih yBemaHbi 
CHHHMH IHTOpaMH, a OTpOMHaa JHOCTpa, 3aMaCKHpOBaHHaa 60 JIbHIHM p030BbIM 
map(j)OM, H3JiyHana pacceaHHbiii cbct Ha^ AHce^opOH. OfleTaa b KpacHyio MaHTHio, 
OHa CH^ejia b Kpecjie, 6onee npeKpacHOM, 6onee BejimiecTBeHHOM, neM Bee, hto x 
Kor^a-jiHSo BH^ejia hjih o hSm x MenTajia b CBoen >kh3hh. Pa^OM c Hen cToana 
CHMnaTHHHaa t e mh o b o ji o c aa fleByimca, oaeTaa b aencyio TyHHKy. 3to 6biJia HpMa. 
Hnba Hjibhh LUHeiiAep to ace npHcyTCTBOBan, h ero MHeHHe Bcer^a yHHTbiBanocb.» 



“We were made to stand in one line. Schneider said: ‘Children, do as you are told. ’ 
Irma asked the pianist to play Schubert’s slow march. She started walking slowly, her 
arms raised. I watched her, trying to remember how she held her arms, how she 
placed her feet. We all marched to the music to the best of our ability. Then 
Schneider told us to repeat the ‘skip, ’ a difficult step, after Irma. Next followed a 
polka to Rachmaninov’s music, and after that we were told to join our waiting 
parents and relatives. The red tunics were removed, and we waited in apprehension. 

\\ 

«Hac 3acTaBHJin CToaTt b o^Hy jihhhio. niHeH^ep CKa3an: «,U,eTH, /jenaHTe, Kaic BaM 
roBOpaT». HpMa nonpocHJia miaHHCTa ctirpaTt MeflJieHHbiH Maprn LLIySepTa. Om 
Hanana Me/iJieHHO xoahtb, ee pyKH 6mjih noflHflTbi. Si CMOTpena Ha Hee, nbiTaiicb 
BcnoMHHTb, KaK OHa ,aep>Kajia cboh pyKH, KaK OHa CTaBHJia Horn. Mbi Bee uijih no^ 
My3biKy b Mepy Haninx B03M0>KH0CTeH. 3aTeM IIlHerpiep cxa3an HaM noBTOpHTb 
«noACKOK» - Tpy^Hbiii mar, nocjie HpMbi. 3aTeM nocneflOBajia noabKa no^ My3biKy 
PaxMaHHHOBa, nocne Hero HaM CKa3ajiH npHeoeflHHHTbea k HaniHM ojKH^aiomHM 
pOflHTeJIHM H pOHCT Be IIIIH K3M. KpaCHbie TyHHKH SblJIH CHHTbl, II Mbi JK^aJIH B 
0>KH^aHHH.» 
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[] Below: Elena Terentieva. 

\\ BHH3y: EjieHa TepeHTbeBa. 



“Our home was near the Moskva River. 
I remember how my sister walked with 
me on the embankment on that 
appointed day, balancing an iron cot on her head (since the forty cots available in 
the dormitory were all occupied, newcomers had to bring their own), while I trotted 
by her side, crying my eyes out because I had to part from Mother. 


“Can you imagine my delight when 
Schneider came out to announce that 
four girls had been accepted, among 
them myself and Marianna 
Yaroslavskaya. We went home, but were 
told the day when we had to be brought 
back to the school to live on its 
premises. 

\\ 

«Mo)KeTe ce6e npeflCTaBHTb moh 
BOCTO pr, Kor/ia IIlHeH/iep Bbirnen, 
HT06bI o6l>5IBHTb, HTO HeTblpe fleByiHKH 
SblJIH npHHHTbl, Cpe^H HHX H 
MapnaHHa ^IpoenaBCKan. Mbi nonuiH 
flOMOH, ho HaM CKa3ajiH fleHb, Kor/ia mm 

flOJDKHbl 6bIJIH BepHyTbCH B HIKOJiy, 
HT06bI >KHTb Ha ee TeppHTOpHH.» 



w 

«Ham /iom 6biji y MocKBa-peKH. Yl noMHio, KaK moa cecTpa mna co mhoh Ha 
Ha6epe5KHyio b tot Ha3HaHeHHbiH ,neHB, SajiaHCHpyn »cejie3HOH kohkoh Ha rojioBe 
(TaK KaK BCe COpOK KpOBaTOK, HMeiOmHXCfl B o6me>KHTHH, 6bIJIH y)Ke 3aH9TbI, 
hobhhkh flOJHKHbi 6bijih npHHecTH cboh), b to BpeMii KaK x Sencajia 3a Hen, c 
3anjiaKaHHbiMH rna3aMH, noTOMy hto MHe npHnuiocb paccTaTbcn c MaTepbio.» 

“Yet I quickly forgot my grief when I was placed in the wonderful Chinese room, with 
its mirrored ceiling, together with many other little girls. 

\\ 

«TeM He MeHee, x SbicTpo 3a6biJia cBoe rope, Kor^a Memi noMecTHJiH b npeKpacHyio 
KHTaHCKyiO KOMHaTy C 3epKaJIbHbIM nOTOJIKOM, BMeCTe CO MHOTHMH ApyrHMH 
MaJieHbKHMH aeBOHKaMH.» 

“In the morning we dressed in bathing suits for gymnastics with Irma. In the 
afternoon (from five to seven) we dressed in red tunics and went to the familiar Blue 
Room for a lesson with Isadora, who continued teaching us until her departure. If in 
the morning we did gymnastics to strengthen our technique (we had a barre) and to 
teach us movements for relaxation and tension, etc., then in the afternoon we did 
what would now be called center practice. We were taught to listen to music and 
dance it. We were shown how to be masters of our bodies, of our hands and arms. 
Dance movements would follow after these ‘body exercises. ’ We were taught to 
march, to skip, to perform the polka, and many other more complicated steps. There 
was a running preparation that was followed by a big jump with the body bent 
backwards in mid-air. We had to jump high, kicking the back leg up to the head, and 
thrusting the arms backward. 

\\ 

«YTpOM MbI OfleBaJIHCb B KynaJIbHbie KOCTIOMbI flJIfl THMHaCTHKH C HpMOH. ^HeM (c 
H3TH po eeMH) MbI OflCBaJIHCb B KpaCHbie TyHHKH H HIJIH B 3HaKOMyiO T onyEyio 
KOMHaTy Ha ypOK c ASeeflOpOH, KOTOpan npoflOJincana ywrb Hac po ee OTbe3/ia. 
EcJIH yTpOM MbI 3aHHMaJIHCb THMHaCTHKOH, HTOOBI yKpenHTb CBOK) TeXHHKy (y Hac 
6bijio 6appe), h hto6bi o6ywrb Hac hbh/KCiihjim jpix paccnaoneinni, nanpH/Keinoi h 
T. fl., to ^HeM mbi ^ejiajiH to, hto Tenepb 6yzjeT Ha3biBaTbca ochobhoh TpeHHpOBKOH. 
Hac yHHJiH cjiymaTb My3biKy h TanueBaTb ee. HaM noKa3biBajiH, KaK 6bitb 
xo3neBaMH HaniHx Ten, HaniHx pyK h KHCTen. nocne 3thx «ynpa>KHeHHH pnx Tena», 
ene^OBajiH TaHpeBajiBHBie flBHncemni. Hac o6ynajiH Maprny, noflCKOKaM, 
HCnOJIHeHHK) nOJIBKH, H MBI ^eJiaJIH MHOTO flpyTHX, 60 Jiee CJI05KHBIX HiarOB. EblJia 
noAroTOBHTenBHan paSoTa, 3a KOTOpOH ene^OBan Sojibihoh npbDKOK e OTOTHyTBiM 
Ha3a^ TenoM b B03,nyxe. npHxoAHJioeb npbiraTb bbicoko, noAHHMan 3a^HK)K) Hory po 
tojiobbi h OTTajiKHBan pyKH na3an.» 

“Our jumps were developed and worked out in the gymnastic lessons. There were 
forward jumps over a string, the so-called ‘springboard’ jumps (up and up, higher 
and higher, while remaining on the spot), which developed the strength of our ankles. 
Side, or hurdle, jumps were performed sideways over the string. While two of the 
girls held it, the rest formed a line, jumping one after another, first from the left leg 
and then from the right. Then we went into the far corner of the big room and 
performed a big jump over the string, landing on one leg [like a jete en arabesque]. 



We also jumped like frogs over the string, holding our torsos erect and never bending 
in the course of the jump. ”[14] 

\\ 

«Hanin nptDKKH pa3pa6aTMBajiHCt h 0Tpa6aTMBajiHCb Ha ypOKax rHMHac thkh. Emjih 
npbDKKH Bnepe^ nepe3 BepeBKy, Tax Ha3biBaeMbie npbDKKH c TpaMnjiHHa (BBepx h 
BBepx, Bbirne h Bbirne, ocTaBaacb Ha MecTe), KOTOpbie pa3BHBajiH CHJiy Haninx 
noflbi>KeK. BoKOBbie, hjih nperaiTCTByiomHe, npbDKKH BbinojimuiHCb b6ok no CTpyHe. 
B to BpeMa, KaK ^Be ^eByniKH ^ep)KajiH ero, ocTajibHbie (J)opMHpOBajiH jihhhio, 
npbiraa o^Ha 3a Apyron, CHanajia c jieBOH hoth, a 3aTeM c npaBOH. 3aTeM mm hijih b 
^ajibHHH yroji Bojibihoh KOMHaTbi, h coBepmajin Sojibhioh npbDKOK nepe3 BepeBKy, 
npH3eMJDDicb Ha ozniy Hory [KaK >KeTe b apaSecKe], Mm TaiQKe, KaK jwryiHKH, 
nepenpbirHBanH nepe3 BepeBKy, ^ep5Ka TOpCM np^Mo h HHKopua He crnBaacb bo 
BpeMa npbDKKa.»[14] 
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#H3TI 

On December 3, 1922, the school celebrated its first anniversary. Yet, had it not been 
for Schneider’s most extraordinary managerial gifts, the celebration might never 
have taken place. For, on November 11, 1922, Schneider was summoned to the 
Commissariat of Education and officially informed that the school had been crossed 
oft the state budget. Times had changed radically; the introduction of the NEP (New 
Economic Policy) was quite naturally accompanied by many financial reforms, and 
there was no way ofproviding for the children at Prechistenka 20. The name of State 
School could be retained, as could the free academic education (like that of any other 
Soviet school), but that was all. 

\\ 

3 AeKa6pa 1922 ro^a imcojia OTMeTHJia cboh nepBMH io6HJieH. H Bee >Ke, ecjin 6bi He 
caMbie BbmaiomHecfl ynpaBJieHnecKHe flapbi IIlHeilflepa, npa3,HHOBaHHe motjio 6bi h 
He cocTOflTbc>i. H6o 11 Hoa6pfl 1922 ro^a LUHeH^ep 6mji BM3BaH b KOMnccapnaT 
npocBemeHHa, h 0(J)HHHajibH0 HH(J)opMHpoBaH o tom, hto HiKOJia 6bina yceneHa H3 
rocyflapcTBeHHoro 6iOfl)KeTa. BpeMeHa pa/iHKajibHO H3MeHHJincb; BBe^eHne H3IIa 
(HOBOH 3KOHOMHHeCKOH nOJIHTHKH) BnOJIHe eCTeCTBeHHO COnpOBOJKAaJIOCb MHOTHMH 
(J)HHaHCOBMMH pecf)opMaMH, h He 6mjio HHKaKoro cnoco6a o6ecnenHTb AeTeii Ha 
IIpeHHCTeHKe 20. Mojkho 6mjio 6bi coxpaHHTb Ha3BaHne rocyflapcTBeHHOH hikojibi, 
KaK h 6ecnnaTHoe aKafleMHnecKoe o6pa30BaHHe (HanpHMep, KaK jno6afl ^pyraa 
eoBeTCKaa HiKOJia), ho 3to 6bijio Bee. 

Lunacharsky had tried his best, but his views did not find general support. “In spite 
of my efforts to raise this school to a position worthy of it, ” said the Commissar of 
Education, “I keep meeting blunt resistance from people to whom it seems a 
luxury. ”[15] 

\\ 

JlyHanapcKHH cTapajica H30 Bcex chji, ho ero b3tjimam He HanuiH o6meii no;mep>KKH. 
«HecMOTp>i Ha moh ycHJimi no/pniTb 3Ty niKOJiy Ha ^octohhbih ypOBeHb, - CKa3an 
KOMHceap no o6pa30BaHHio, - n npoflOJDKaio BCTpenaTb np^iMoe conpoTHBJieHne co 
CTOpOHM JIIOAeH, KOTOpbIM 3TO Ka^KeTCM pOCKOHIbK)». [15] 



In all justice, one must say that in those years the position of the Bolshoi School was 
not ideal either. Ballet was regarded with suspicion, and ballet dancers were 
compared in the press with lapdogs riding bicycles in the circus. * 

*See Appendix 2 

\\ 

CnpaBeflJiHBOCTH pa^H Ha/io cica3aTB, hto b Te ro,o;bi nojiCBKemie uikojibi EonBmoro 
TO>Ke He 6bijio H^eajibHbiM. BaneT 6biji BoenpHmrr c no/i03peHHeM, a apTHCTOB 
6ajieTa cpaBHHBajiH b npecce c coBanicaMH, KOToptie KaTanHCb Ha Bejiocime,nax b 
u,HpKe.* 

*Cm. npHJio>KeHHe 2 



The Duncan School had to look for its own means of support, and it was found. A 
paying “parallel ” group was formed to provide for the upkeep of the main 
contingency, from whom a “performinggroup” was organized. The latter was 
comprised of the most talented girls who were to appear at concerts held by Isadora 
or Irma and who would maintain a high standard, because the public would now 
have to pay to see them dance. 

\\ 

IIlKOJie ^yHKaH npHiHJiocb ncicaTB coScTBemnae cpe^CTBa gim no,zmep>KKH, h oHa 
BbiJia HaH^eHa. Btuia co3^aHa njiaTHaa «napajiaeaBHaa» rpynna, KOTOpaa 
oSecneniiBajia coflepacamie ocHOBHoro KOHTHHreHTa, H3 KOTOporo 6biJia 
0praHH30BaHa «KOHH,epTHaa rpynna». IIocaeAHaa cocToana H3 caMBix TanaHTJiHBbix 
^eBoneK, KOTopbie floiDKHbi 6bimi BbiCTynaTB Ha KOHpepTax Ance^opbi hjih HpMbi, h 
no/mepacHBaTb BbicoKHe CTaH^apTbi, noTOMy hto Tenepb nyBanxe npHxo,o,HJiocb 
naaTHTb 3a to, htoSbi ohh TaHpeBajiH. 

Schneider also reduced the school’s staff considerably. These measures steered the 
school onto a more or less stable path, but there were still obstacles to overcome, 
some of which could not have been foreseen. 

\\ 





LLhieHnep TaK/Ke 311aHiiTeaL.no coKparaa uiTaT imconBi. 3tii MepBi npiiBean rnicony 
Ha 6onee nnn MeHee yctohhhbbih nyTB, ho Bee eige 6bihh npennTCTBHn rjix 
npeo/ioaeHHa, HeKOTOpBie H3 KOTOpBix HenB3n 6bliio npeABH^eTB. 

[] Below: Picnic on the Sparrow Hills, summer, 1923. Front row, left to right: Elena 
Terentieva, Moura Babad, Evgenia Ovsiannikova. Sitting in the center, knees 
touching, is Maria Mysovskaya. To her left, Kyra Khachaturova. The adult girl on the 
left is Valia Petrie he he va, one of the Russian pupils from Isadora’s school in 
Bellevue. She was repatriated after World War I and taught at the Moscow school, 
1922-23. 

\\ BHH3y: Hhkhhk Ha BopodbeBBix ropax, neTO 1923 r. nepBBift pn,g, cneBa HanpaBo: 
EneHa TepeHTBeBa, Mopa Ea6aEBreHnn OBcnHHHKOBa. Ch^ot b ueHTpe, 
conpHicacaiomancn xonemiMH, sto Map™ MBicoBCKan. CneBa ot Hee, Knpa 
XanaTypOBa. B3pocnan .neByimca cneBa Bann neTpHneBa, o^Ha H3 pyccKHx yneHim 
mKonBi Aftce/iopBi b EenBBio. OHa 6bina penaTpHiipoBaHa nocne nepBOH mhpoboh 
bohhbi h npeno^aBanH b Mockobckoh mKone, 1922-23. 




#Akum BojibwcKuu [XauM Jleudoem OneKcep] 



Although there was plenty of criticism on the part ofprofessionals, the general 
press—being interested mainly in the lofty ideals pursued by the school and in the 
touching impression produced by dancing children—invariably printed eulogies such 
as: “The Duncan School demonstrated its art — simple, clear as light, giving joy, and 
therefore necessary. The entire demonstration breathed simplicity, innocence, and 
happiness. This evening was an artistic recreation and a real festival of art, which we 
miss to such an extent and of which there is such a need. ”[16] There were many 
similar notices after the school’s concerts in 1922. 

\\ 

HecMOTpii Ha to, hto co CTOpOHbi npocf)eccHOHajiOB 6trao mhoto kphthkh, HiHpOKaa 
npecca, 3aHHTepecoBaHHaa, rnaBHbiM o6pa30M, bbicokhmh H^eanaMH, KOTOpbie 
npecjieflyeT niKOJia, h TporaTejibHtiM BnenaTJieHHeM, n po h3b o 3hm b 1 m TaimyiomiiMH 
AeTbMH, - HeH3MeHHO nenaTajia BOCXBaaeniHi, TaKHe Kaic: «IIlKona /lynKan 
npoAeMOHCTpHpoBana CBoe HCKyccTBO - npocToe, acHoe KaK cbct, AaiomHH pa^ocTb 
h, cae^OBaTejibHO, Heo6xoAHMbiH. Bca AeMOHCTpapmi ^bimajia npocTOTOH, 
HeBHHHOCTbK) H CHaCTbeM. 3T0T BeHep 6bIJI XyflOJKeCTBeHHbIM OTflbIXOM H 
HacToam,HM (JtecTHBajieM ncxyccTBa, KOTOporo HaM Tax He xBaTaeT, h b kotopom 
ecTb Taxaa Heo6xoAHMOCTb.» [16] Bbijio mhoto hoaoBhbix peueroHH nocne 
KOHU,epTOB HIKOJIbI B 1922 TO Ay. 

This enthusiasm was not shared by Akim Volynsky (1863-1926), art scholar of merit, 
ballet critic, and founder of the School of Russian Ballet. Though started privately, 
this eventually acquired the status of “State Technicum however it remained quite 
separate from the official Theatre School. Agrippina Vaganova taught there for a 
short time, and Maria Romanova (mother of Galina Ulanova) taught Vera Volkova 
there. 



w 

3tot 3HTy3Ha3M He pa3fleji^ji Akhm Bojibihckhh (1863-1926), HCKyccTBOBefl, 
SajieTHtiH KpHTHK h ocHOBaTejit IIIkojibi pyccKoro 6aneTa. Xoth 3to HananocB b 
nacTHOM nop^Ke, b kohchhom more, npHo6pe.no cTaTyc «rocyflapcTBeHHbm 
TexHHKyM»; o^Haico oh ocTaBancn coBepmeHHO OTAenBHBiM ot ocfnnHHajiBHOH 
TeaTpajibHOH hikojibi. ArpiranHHa BaraHOBa npeno^aBajia TaM He^ojiro, a Mapnn 
PoMaHOBa (MaMa rajiHHBi YjiaHOBOH) npeno^aBajia TaM Bepe Bojikoboh. 

After the 1922 concerts, Volynsky stated his unshaken respect for Isadora’s 
“personal, colossal talent of which contemporaries can no longer form a true 
judgment. ” But he asserted that, “Duncan’s pedagogical system, implemented by her 
disciples, is incapable of withstanding serious criticism. ” The doyen of Petrograd 
critics questioned Duncan’s utopian dream (“proud but unsupported by anything 
tangible ”) of saving humanity through the beauty of new movements for the liberated 
body—liberated as she thinks. ” 

\\ 

Ilocjie KOHpepTOB 1922 ro^a, Bojibihckhh 3anBHJi o cBoeM HenoKOJieSHMOM 
yBa^KeHHH k «jiHHHOMy, KonoccajiBHOMy TajiaHTy Ance^opBi, coBpeMeHHHKH 
KOTOpoii y>Ke He CMoryr ccfiopMHpOBaTB HCTHHHoe cy>K/ieHHe». Ho oh yTBep>K,naji, 
hto «neAarorHHecKaa CHCTeMa ^yHKaH, ocymecTBJMeMan ee yneHHKaMH, He 
cnocoSHa npoTHBocTonTB cepBe3HOH KpHTHKe.» ^yaiieH (cTapeinHHHa) 
neTporpa/iCKHx kphthkob nocTaBHJi no^ coMHeHHe yTonHHecKyio MenTy ^ZJyHKaH 
(«ropAyio, ho He no/mepacHBaeMyio hcm-jihSo ocn3aeMBiM») cnacTH HejioBeHecTBO 
KpaCOTOH HOBBIX flBH>KeHHH flJM 0 CB 060 )K,HeHH 0 r 0 TeJia - 0 CB 060 )KAeHH 0 r 0 , KaK 
AyMaeT OHa». 

He went on to say that the movements demonstrated by the Duncan School — 
’’mannered, aristocratically pretentious, lacking temperament and almost lymphatic, 
monotonous in pattern, uninspired by any thought, any upsurge of will ”— were 
absolutely incapable of serving as a ferment for new, living growth in future 
generations. 

“Children, their hair cropped into dangling short strands, ran about the stage, 
emotional spots on their faces, strain reflected in their eyes, waving their thin little 
arms without rhyme or reason, running in one and the same scenic circle, performing 
the same figures, monotonous in their repetition and poor in content. ” 

\\ 

^ajiee oh CKa3an, hto ABHJKeHHH, npo,neMOHCTpHpoBaHHBie hikojioh ^yHKaH - 
«MaHepHBie, apncTOKpaTHHecKH npeTeHHH03HBie, 6e3 TeMnepaMeHTa h nonra 
JIHM(f)aTHHeCKHe, MOHOTOHHBie no pHCyHKy, He BAOXHOBJieHHBie KaKOH-JIH6o 
MBICJIBK), KaKHM-JIH6o nOflBeMOM BOJIH» - a6cOJHOTHO He MOTJIH CJiy)KHTB 
(J>epMeHTOM flJIfl HOBOTO, 5KHBOTO pOCTa B fiy/Ty TTT HX nOKOJieHHHX. 

^eTH, BOJIOCBI KOTOpBIX 6bIJIH 06pe3aHBI B BHCHHHe KOpOTKHe npH^H, SeraJIH no 
cueHe, Ha hx Jinpax nouBjnuiHCB 3MOHHOHajiBHBie roiTHa, Hanpn>KeHHe oTpa)KajiocB b 
hx rna3ax, pa3MaxHBaa cbohmh tohkhmh MajieHBKHMH pyicaMH, 6e3 bchkoh 
npHHHHBi h pa3yMa, 6eran no o^HOMy h TOMy )Ke cHeHnnecKOMy xpyry, BBinojimni 
OAHH H Te )Ke HH(j)pBI, 0flH006pa3HBie B CBOeM nOBTOpeHHH, H Se^HBie no 
conep>Kanino.» 
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Volynsky denied these dances any educational value. He said they were incapable of 
“heroization of the human soul. ” He then gave a purely balletic, professional 
analysis of what he had seen: 

“This senseless rushing about, these legs that have not been given form, these 
shapeless arches and ankles, visible in a running about with childish bustle, 
completely out of tune with the excellent music, these bring forth nothing but ennui. . . 

\\ 

Bojibihckhh 0 Tpnu,an b 3thx TaHpax KaKoe-JinSo BocnHTaTejiBHoe 3HaneHHe. Oh 
CK a3an, hto ohh He cnocoSHbi «repoH3HpOBaTb HenoBenecKyio ,nyniy». 3aTeM oh ^aji 
hhcto SajieTHbiH, npocf)eccHOHajibHbiH aHajiro yBH,neHHoro: 

«3to 6eccMbicneHHoe Seramie, 3th Horn, KOTOpbie He 6biJiH npH^aHM cf)opMe, 3th 
6ec<j)opMeHHbie cbo^h h jioflbDKKH, BH^HMbie b 6ere c actckoh cyeToii, coBepmeHHO 
He b Jia/iy c npeBoexoflHOH My3biKOH, - ohh He Bbi3biBaiOT HHHero, KpoMe tockh... 

The very space seemed dead. There was no interplay of space with the richness of 
muscular and visual sensations, so typical of classical dance in the art of ballet. . . . 
Space is an essential part of movement, and its absence in Duncan’s class exercises 
ties up and deadens her entire work. The stage does not participate in the children’s 
frolics during public performances. The children now make for different corners, then 
run in lines and circles toward the footlights, mark time near the long and heavy 
curtains, but everything around them is mute. It does not react. The space is dead. 

The children jostle about in the emptiness. . . . 

\\ 

CaMO npocTpaHCTBO Ka3anocb MepTBbiM. He 6bijio HHKaicoro B3aHMO,neHCTBH5i 
npocTpaHCTBa c SoraTCTBOM MbimenHbix h BroyajibHbix omymeHHH, ctojib 
THnHHHbix KJiaccHHecKoro TaHpa b HCKyecTBe SajieTa... npocTpaHCTBO ABjnieTCfl 
HeoTBeMJieMoii nacTbio ^BH^iceHmi, h ero OTcyrcTBHe b KnaccHbix ynpamieHHflx 
^yHKaH cB^3bmaeT h pa3pymaeT bcio ee pa6oTy. Cpem He ynacTByeT b .neTCKHx 
3a6aBax bo BpeMa nySjiHHHbix BbicTynjieHHH. Tenepb ^eTH H^yT no pa3HbiM yraaM, 
3aTeM oeraioT no jihhhmm h Kpyry k npo>Ke kt opaivi, OTMenaiOT BpeMA y ajihhhbix h 
T^DKejibix 3aHaBecoK, ho Bee BOKpyr hhx HeMoe. He pearnpyeT. npocTpaHCTBO 
MepTBoe. ^era TOJiicaioTCfl b nycTOTe... 

Volynsky, who devoted a considerable part of his life to the study of ballet aesthetics, 
insisted that when audiences did not see movement with rich emotional content, they 
could not possibly form those responsive fluids and stimulations ‘with which the 
public maintains the entire spectacle, when the artist’s performance floats on the 
crest of emotional waves coming from the auditorium. Yet if no winds of motion blow 
from the stage, if there is no varied and multicolored idiom, then all that reigns in the 
theatre is silence, soulless silence. They applaud only the sweet children’s faces, 
always pretty and touching, whatever surroundings they find themselves thrown 
into. ”[17] 

\\ 

BOJIBIHCKHH, nOCBOTHBHIHH 3HaHHTeJIbHyiO HaCTb CBOeH 5KH3HH H3yneHHK) 3CTeTHKH 
6aneTa, HacTaHBaji Ha tom, hto, xor^a 3pHTejin He bh^mt ABroiceHmi c 6oraTbiM 
3MOHHOHaJIbHbIM COflepJKaHHeM, OHH He MOryT (J)OpMHpOBaTb Te OT3bIBHHBbie 



>kh,zikocth m cTHMyjiti, c KOTOptiMH nySjiHKa noagepacHBaeT Beet cneKTaKJit, Koraa 
npeACTaBJiemie apTHCTa nuaBaeT Ha rpe6He SMOHHOHajitHbix bojih, Hcxo/ mm ix h3 
3ana. H Bee ace, ecjiH co chchbi He ^yeT BeTep flBHaceHHa, ecjin HeT pa3HOo6pa3HOH h 
pa3HOHBeTHOH h^hombi, to Bee, hto u,apHT b TeaTpe, - 3to THHiHHa, 6e3flyimiaa 
THHiHHa. Ohh anjioflHpyioT tojibko mhjibim actckhm jinpaM, Bcer^a KpacHBtiM h 
TporaTejitHtiM, b xaKoe 6ti OKpyaceHHe ohh He nonajiH.»[17] 
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This article (missing from all Duncan bibliographies) is worth preserving for its 
undeniable professionalism. Perhaps, though its criticism is very harsh, there was a 
degree of truth in It. In August, 1922, the children had had less than a year of 
training. After Isadora’s departure with Essenine that fall, Irma took to working very 
hard to make a success of the matinee in April, 1923, at the Korsch (Commoedia) 
Theatre. There the girls from the performing group showed their ability to support 
Irma in her solos and to acquit themselves very well in small numbers suited to their 
age and experience. 

\\ 

3Ty CTaTtK) (KOTOpaa OTcyrcTByeT bo Bcex OMOHiiorpacjHnix /lyiiKan) ctoht 
coxpaHHTt 3a ee HecoMHeHHtiH npocj)eccHOHajiH3M. Bo3mo)kho, xoth ero KpHTHKa 
oneHt pe3Kaa, b Hen 6tuia flojni npaB^bi. B aBrycTe 1922 ro^a y AeTeii 6tuio MeHtme 
ro^a oGynemw. OceHbio, nocjie OTte3fla Anceflopbi c EceHHHtiM, HpMa oneim 
ycep^HO pa6oTana Ha# ycnexoM yTpeHHero nppeflCTaBJieHmi b anpejie 1923 ro^a, b 
TeaTpe Koprna (Kommcahh). TaM ^eByimcH H3 HcnojiHHTejibCKOH rpynnti noKa3ajiH 
cbok) enoeoSHOCTb nofl^epacaTb HpMy b ee cojio, h oneim xoporno npOHBHTb ce6a b 
HeSoJIbHIHX KOJIHHeCTBaX, COOTBeTCTByiOHIHX HX B03paCTy H OnbITy. 

It was then that Izvestia ’s critic (the brief notice was signed with the initial “D ”) 
wrote: “The school’s work, demonstrated on April 15, revealed a great step forward 
in comparison with what we saw a year ago. The children had made excellent 
progress under the guidance of Isadora Duncan’s pupil, Irma. Their dances seem to 
flow from life itself, being replicas of children’s games or simple running and 
hopping; however, they were performed with such a lack of inhibition wedded to 
rhythmic grace, and simultaneously with such obvious pleasure, it makes one recall 
H. G. Wells: 

people of his happy Utopia must have been like this. ”[18] 

\\ 

Hmchho Tor^a kphthk «H3BecTHH» (KpaTKoe yBe^OMJieHHe 6biJio noflnHcaHO 
HananbHOH 6yKBOH «fl») Hanncaji: «Pa6oTa hikojim, npo^eMOHCTpHpoBaHHaa 15 
anpena, noKa3ana 6ojitmoH mar Bnepefl no cpaBHeHHio c TeM, hto mm BH^ejiH toa 
Ha3a^. ^eTH aocththh OTJiHHHtix pe3yjibTaTOB no,n pyKOBO^CTBOM yneHHHbi 
AHce^opbi /lyiiKan, HpMti. Hx TaHHti, KaaceTca, BtiTeKaiOT H3 caMoii 5KH3HH, 
aBJiaact KonmiMH ^eTCKHx nrp hjih npocTO 6era h nptiacKOB; o^HaKO ohh StuiH 
HcnojiHeHti c TaKHM OTcyTCTBHeM TOpMoaceHHa, KOTOpoe 6biJio CBa3aHO c 
pHTMHHeCKOH TpaHHeH, II OflHOBpeMeHHO C TaKHM OHeBHflHbIM y^OBOJIbCTBHeM, HTO 
3to 3acTaBJiaeT BcnoMHHTt XT. Ysjuica: jhoah ero cnacTJiHBOH Ytohhh, ^oidkho 
6bITb, 6bIJIH TaKHMH».[18] 
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Of course, one would always bear in mind Isadora’s side of the question, her own 
aesthetics. She did not want to make performing artists out of the children. She 
dreamed of people moving beautifully, possessing ideally developed bodies. 
Lunacharsky pointed out that her theories contained a mixture of idealism and 
materialism. [19] He said that some of them were similar to those of Herbert Spencer, 
William James, and Carl Georg Lange, though she might never have suspected it. 

She did believe that if the body was made light and graceful, the people’s conscience 
would improve and that, in turn, could influence their public life. 

\\ 

KoHenHO, Bcer^a Hymio ywrtiBaTB CTOpcmy Bonpoca AHce,nopbi, ee co 6 cTBeHHyio 
3CTeTHKy. OHa He xoTejia AenaTb H3 fleTefi apTHCTOB-HcnojiHHTejieH. Om MeHTana, 
hto6bi jiioah KpacuBO /iBiirajiHCb, o 6 na/iajiH H^eajiBHO pa3BHTbiMH TenaMH. 
JlyHanapCKHH otmcthh, hto ee Teopini co,nep}KaT CMeet H,neajiH3Ma h 
M aTepHajiH3Ma.[19] Oh CKa3an, hto HeKOTOpbie H3 hhx 6 biJiH noxo^KH Ha Tep 6 epTa 
CneHcepa, YnjibHMa ^^ceHMca h Kapjia Teopra JlaHre, xoth OHa HHKor/ia He 
no/i03peBajia 06 3tom. OHa BepHJia, hto ecnH Teno CTaHeT jierKHM h H3fliH,HbiM, 
coBecTb jnoAeii yjiyHHiHTca, h 3to, b cboio onepeflb, MO>xeT hobjihhtb Ha hx 

06meCTBeHHyi0 5KH3HB. 

At first she wanted the Moscow school to perform only as a means ofpropaganda. At 
some of the recitals at this time and for years to come, children from the audience 
were offered an opportunity to come up onto the stage and start learning then and 
there. Later in its travels, the group carried, along with its own costumes, a whole 
trunkful of little red tunics for such improvised lessons after recitals. 

\\ 
















CHanana OHa xoTena, hto6bi MOcxoBcxaa niKOJia BbicTynana tojibko KaK cpe^CTBO 
nponaran^bi. Ha HeKOTOpbix xoHpepTax, b 3to BpeMJi h Ha non rue ronti, neTHM H3 
3ana npe^Jiarajiacb bosmojxhoctb nonHflTbCfl Ha cueHy h HanaTb ynHTbcn TyT >xe. 
no3)Ke, b cbohx nyremecTBHflx, rpynna npHHOCHJia, BMecTe co cbohmh 
C 06 CTBeHHbIMH XOC TTOMaMH, U,eJIbIH Ha6op MaJieHbKHX KpaCHbIX TyHHK J\JW T3KHX 
HMnpOBH3HpOBaHHbIX ypOKOB nOCJie COJIbHbIX KOHH,epTOB. 

# Mapun MucoecKcm 

Of necessity, the children became performing artists at a very early stage. But from 
the very outset, Isadora, and especially Irma who actually worked with them, saw to 
it that they felt the beauty of movement and repose. As Maria Mysovskaya testifies: “I 
think we started understanding what was wanted from us by about 1924. ” 

\\ 

no Heo6xoAHMOCTH, flem cTajiH apracTaMH Ha oneHb paHHeii CTa^HH. Ho, c caMoro 
Hanana, Ance^opa h ocoSchho HpMa, xoTOpan Ha caMOM nene pa6oTana c hhmh, 
no3a6oTHJiHCb o tom, hto6bi ohh nyBCTBOBajiH KpacoTy nBroxemni h noKOfl. Kax 
CBHfleTejibCTByeT Mapna MbicoBCxan: «A nyMaio, hto mbi HanajiH noHHMaTb, Hero 
ot Hac xoTejiH npHMepHO k 1924 rony». 

Maria (Mussia) Mysovskaya was a late arrival. In the spring of 1923 Lunacharsky 
advised her father to place his ten-year-old daughter in the Duncan School, since she 
had had some music and adored dancing. The school already had several of 
Lunacharsky’s protegees, but this time it benefited in more than one way. Besides a 
gifted pupil, who was to grow into an outstanding performer, it acquired in the 
person of her mother a first-class trained nurse, who accompanied the children on all 
their tours, including those to China and the United States. 

\\ 

MapHa (MycHii) MbicoBcxan 6biJia H3 no3nHero Ha6opa. BecHoii 1923 rona 
JlyHanapcKHH nocoBeTOBaji OTH,y noMecTHTb cboio necnTHJieTHioK) nonb b rnxony 
^yHKaH, Tax xax OHa nioonna My3bixy h ooo>xaHa TaHu,eBaTb. B rnxone y>xe 6bijio 
Hecxojibxo npOTe)xe JlyHanapcxoro, ho Ha stot pa3 OHa npHHecjia 6ojibme nojib3bi. 
noMHMO OflapeHHOH yHeiniHbi, KOTopaa no.n>xna 6biJia cTaTb Bbinaiomencfl 
HcnojiHHTejibHHHeH, OHa npnoSpejia b Jinije cBoeii MaTepH nepBoxjiaccHyio 
o6yneHHyK) MencecTpy, xoTOpan conpOBo^xnajia neTeii bo Bcex hx noe3nxax, b tom 
HHCJie b KHTaM h CoenHHeHHbie IIlTaTbi. 
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[] Below right: Maria Mysovskaya in Vladimir Bourmeister ’s “Grief, ” 
choreographed for the Moscow Studio named after Isadora Duncan. 

\\ BHH3y cnpaBa: Maprni MbicoBcxan b nocTaHOBxe Bjia^HMHpa BypMeiiCTepa 
«rope» hhh mocxobcxoh cvyjxavi HMemi Ailcenopbi ^yHxaH. 

[] Below left: Maria Mysovskaya. 

\\ BHH3y cjieBa: Mapnn MbicoBcxan. 




Mussia was placed at first in the junior class, but made such progress that in the 
summer of that year she was already included in the group of girls accompanying 
Isadora and Irma to Kiev. 

She recalls: “There, in one of the parks, we continued our studies. I remember how 
Isadora taught us to walk. It was a science and a revelation. We were told to incline 
our trunks slightly forward. The legs started walking from the thigh; the toes, well 
pointed, reached the ground first. 

Isadora said: “Ifyou thrust your body forward in the direction of the movement, you 
will never start walking heels down first. ’And how she walked herself! People in the 
street, having no idea who she was, never failed to halt and follow the majestically 
moving woman with their gaze. 

\\ 

CHaaaaa Myca 6tma noMemeHa b KJiacc iohhopob, ho ^ocTHraa Taicoro nporpecca, 
hto aeTOM Toro ace ro,na oHa yace 6BiJia BKJHOHeHa b rpynny ^eByrneK, 
conpoBOMc/jaiomHx Anceflopy h HpMy b KneB. 

OHa BcnoMHHaeT: «TaM, b o^hom H3 napKOB, mbi npo,noaacHaH yae6y. A noMHio, 

KaK Aiiceaopa naynnaa Hac xo^htb. 3to 6&ma nayKa h OTKpOBeHHe. HaM CKa3aan 
HaKJiOHHTB HaniH TOpCBi HeMHoro Bnepe/i. Horn HaanHaan hath ot 6e^pa; najiBHBi 
Hor, xoporno BBiTaHyTBie, /jocTHrajiH 3eMan nepBBiMH. 

Ance^opa roBOpnna: «Ecan tbi ToaKHeuiB CBoe Teno Bnepefl b HanpaBJieHHH 
ABHaceHHa, to tbi HHKor/ia He HaHHeuiB onycxaTBca Ha naTKH». H Kaic OHa maa caMa! 
JIioah Ha yamje, He HMea hh Maaeiimero npeflCTaBaeHHa, kto OHa Taicaa, HHKor/ia He 
nepecTaBaan ocTaHaBaHBaTBca h cae^HTB 3a BeaHaecTBeHHO flBHacymenca 
aceHmHHOH cbohmh B3raa,naMH. 



“She used to teach us to swing the trunk while standing—forward, sideways, 
accompanied by arm movements or without them. Years later Leonid Yacobson used 
this ability of ours, to sway while standing as if glued to the floor, in the 
choreography of Zoya. The use of this unique Duncan movement was suggested to 
him by Elena Terentieva, who created the role of the World-War-Il heroic girl- 
partisan. It was this idiom, then, that became a key to the entire imagery of the piece. 
It was most effective in the dramatic and absolutely credible picture of the heroine’s 
body swinging from the scaffold. 

\\ 

«OHa yHHJia Hac pacxanHBaTb TynoBHipe, CToa - Bnepefl, b6ok, b conpOBo»c,neHHH 
ABjracemiH pyK hjih 6q3 hhx. CnycTa roflw, JleoHHA .SkoScoh HcnoaB30Baji 3Ty Harny 
cnocoSHOCTb, noxaHHBaacb, Kaic OyzjTO npHXJieeHHbiH k nony, b xopeorpa(J)HH 3oh 
[KocMOAeMb^HCKOH], Hcnonb30BaHHe stoto yHHxajibHoro ,nyHxaHOBcxoro 
ABJDKemM 6biJio npeflJioaceHO eMy Ejichoh TepeHTbeBOH, xoTOpaa co3,najia poab 
repOHHecKOH fleBymxH-napTH3aHXH BpeMeH Btopoh mhpoboh bohhbi. Hmchho 3Ta 
HflHOMa CTana xjhohom ko BceMy o6pa3y npOH3Be,neHHH. 3to 6bijio HaHOonee 
3(J)(j)eKTHO B flpaMaTHHeCKOH H a6cOJIK)THO flOCTOBepHOH KapTHHe Tena repOHHH, 
xanaiomeHCH Ha 3inacf)OTe.* 

*Zoya Kosmodemianskaya took part in the defense at Moscow. She was caught when 
trying to set fire to the quarters of the Germans. Who tortured her and hanged her in 
the presence of the peasants of the village. 

\\ 

* 3 oa KoeMOfleMbaHexaa npHHHMajia ynacrae b oOopOHe no^ Mocxboh. Om 6 biJia 
noiiMaHa npn nonbiTKe no,zpxeHb acHimme HeMHeB. Tex, kto nbrran ee, h noBecHJi b 
npHcyrcTBHH xpecTbaH AepeBHH. 

** [3oa KoeMOfleMbaHexaa nepeHecna b 1940 ro/iy ocTpbm MeHHHrHT, h cTpa^ajia 
paccTpoScTBOM ncHXHKH. B BoeHHoe BpeMa OHa 6biJia Oohhom b/h 9903 
(U,eHTpajibHaa pa3Be,nbiBaTejibHO-flHBepCHOHHaa niKOJia Pa3Be,nbiBaTejibHoro OT^ejia 
nrraOa 3anaflHoro (J)pOHTa), r^e h npHHana npHcary. Cneflya cexperaoMy IIpHKa3y 
Ct3bkh BepxoBHoro TjiaBHOxoMaH,ziOBaHHH JV 2 428, xoMCOMOJixa-flHBepeaHTxa 
(HacToaipee hms ^ocTOBepHO Tax h He ycTaHOBJieHo) noflacnrajia xpecTbaHCxne flOMa 
B nOflMOCKOBHblX ^epeBHMX (c BepOMTHO KBapTHpOBaBHIHMHCfl TaM (JtaHIHCTaMH). 
MecTHbie >KHTejiH He 6bijih b BOCTOpre ot Toro, hto kto-to y HHHTOxae t hx muiHipa. 
npHHeM, HH OAHH HaHHCT, B TOH CaMOH ^epeBHe rieTpHipeBO, Tax H He 3aMep3 H, 

BooOipe, ne yMep.] 
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“In general we all had a beautifully ‘placed’ upper body. This was our greatest asset, 
though it does not signify that we had nothing else. It always drives me mad to hear 
that Duncan dancers had no technique. Perhaps it was true of other schools, but our 
technique as taught by Irma was quite good. 

\\ 

«B oOipeM, y Bcex Hac 6biJia xpacHBaa «paccTaBJieHHaa» BepxHaa nacTb Tena. 3to 
6bin Ham caMbiil Oojibihoh axTHB, xoTa 3to He 03HanaeT, hto y Hac Oojibine HHHero 
He 6biJio. Mena ecerna cbohht c yMa, Korna a cjibimy, hto y TaimopOB ^ymcaH He 



StlJIO TeXHHKH. B03M05KH0, 3T0 6bIJI0 BepHO H B OTHOHICHHH ApyrHX IHKOJI, HO HaHia 
MeTO^HKa, KOTOpoii ynnna HpMa, Smia ^obojibho xopomeH.» 


“We jumped over a string held at approximately the height of our chests. When the 
jump was the one called ‘scissors, ’ it was even higher. A lovely picture in flight was 
presented by this jump, which was executed with a backward thrust of the body: the 
front leg, slightly bent, was stretched before landing, while the back leg—still in 
midair, almost touched the head—I remember feeling it with the nape of my neck. 

\\ 

«Mbi npBirajiH nepe3 BepeBKy, KOTOpaa .nep^cajiacb npHMepHO Ha bbicotc Haninx 
cyH^yKOB. Kor^a 6biji npbDKOK, H33BiBaeMBiH «HO>KHHu,aMH», to oh 6biji eipe BBime. 
IIpeKpacHBiH chhmok b noneTe 6biji npe.acTaB.nen sthm npBDKKOM, KOTOpbra 6biji 
BbinojiHeH c oopanibiM tojihkom Tejia: nepeannn Hora, cjierKa cornyTan, 6biJia 
BbiT^iHyTa go nproeMJiemtti, a 3aaHaa Hora - Bee eipe b B03ayxe, noHTH xacajiacb 
TOJIOBbl - nOMHEO, HyBCTBOBana 3TO 3aTbIJIKOM.» 

‘We had all kinds of turns in which I ‘specialized’ in time to come. I especially liked 
the one that started with a jump off the floor from the supporting leg, while the 
working leg was raised backward (from the hip), and then a complete turn was 
executed in three small steps. Done to a waltz rhythm this exercise, an essential part 
of many dances, could attain considerable speed. [20] 

\\ 

«Y Hac 6bijih pa3Hbie noBOpoTbi, b KOTopbix a «cneHHajiH3HpoBanacb» BOBpeMa. 
Oco6eHHO MHe noHpaBHnca tot, KOTOpbiH HaHHHajica npbDKKOM c nojia ot onopHOH 
hoth, b to BpeMa Kax pa6onaa Hora 6biJia no^H^Ta b oSparaoM HanpaBJieHHH (ot 
Se^pa), a 3aTeM nojiHbin o6opOT 6biji BbinojiHeH b Tpex HeSojibninx marax. 
BbinojiHeHHoe b pHTMe Bajibca, 3to ynpa>KHeHHe, HeoTBeMJieMaa nacTb mhothx 
TaHU,eB, MO>KeT flOCTHHb 3HaHHTeJIbHOH CKOpOCTH.»[20] 

“Quite naturally this technique took years to develop, and some of us were better 
endowed for technical feats than others. Irma taught us all unswervingly. A born 
teacher and a person of iron will, honest beneath her severe character, she obtained 
results from us in a very short time. She was, beyond doubt, a talented and interesting 
personality and a very musical dancer. 

\\ 

«BnojiHe ecTecTBeHHO, hto 3Ta TexHHKa pa3BHBanacb ro,naMH, h HexoTOpbie H3 Hac 
6bijih Jiynnie naaeaeiibi tcxhhhcckhmh naBbiKaMH, neM jpyrne. HpMa yHHJia Hac 
Bcex HeyKJiOHHO. npnpo)KAeHHaa yHHTejibHHHa h hchobck )Kejie3HOH bojih, necTHaa, 
co cbohm cypOBbiM xapaKTepOM, OHa nojiyHHJia pe3yjibTaTbi ot Hac 3a oneHb 
KOpOTKoe BpeMa. HecoMHeHHO, OHa 6biJia TajiaHTJiHBOH h HHTepecHOH jiHHHOCTbio h 
OHeHb My3bIKaJIbHOH TaHU,OBH],HHeH.» 

“Perhaps she expected too much from twelvey ear-olds, but it was good for our 
morale to have high goals set before us. It took Irma years to actually perfect us. Our 
mastery of movement came later, at the age of about sixteen, after we had performed 
so often all over the United States and had had lots of practice. Yet even in the 
Moscow school, Irma obtained good results from small children by carefully 
explaining the why and wherefore of each dance, then polishing and rehearsing it 



until she was satisfied. She ‘knocked into us ’ all the special aspects of Isadora’s 
choreography for Schubert’s Unfinished Symphony where our performance of the 
scherzo was truly immaculate. 

\\ 

«Bo3mo)kho, OHa MHororo o^KH^ajia ot ^eTeii b B03pacTe ^BeHa/maTH aeT, ho gim 
Harnero MOpajiBHoro gyxa 6bijio xoporno nocTaBHTB nepe# co6oh BbicoKHe HejiH. 
HpMe noHa^oGHJiHCb to^bi, hto6bi .neiicTBHTejiBHO ycoBepmeHCTBOBaTB Hac. Harne 
MaCTepCTBO B ABH5KeHHH nOHBHJIOCB n03)Xe, B B03paCTe OKOJIO HieCTHaAH,aTH JieT, 
nocjie Toro, KaK mbi Tax nacTO BBicTynanH Ha Been TeppHTopHH Coe^HHeHHBix 
IIlTaTOB h HMejiH MHoro npaKTHKH. TeM He MeHee, ^a^xe b mockobckoh niKOJie HpMa 
floSnBanacB xoponinx pe3yjiBTaTOB ot MajieHBKHx ^eTeii, TipaTejiBHO oBbuchihi 
3a^aHH h npHHHHBi xa)R,noro TaHH,a, 3aTeM, flopa6aTBiBan h penerapyn ero, noxa OHa 
He Sbina ynoBJieTBopeHa. OHa «no3HaKOMHJia Hac» co bccmh ocoBbimh acnexTaMH 
xopeorpa(J)HH Ance^opBi gnn «He3aROHHemiOH chmcJ)ohhh» IIIySepTa, r^e Harne 
HcnojiHeHHe CReppo 6bijio noncTHHe 6e3ynpeHHBiM.» 

“Irma was clever but quite merciless when working. She drove me to tears when 
rehearsing a solo bit from one of Isadora’s dances. Children though we were, she 
made us think before acting. In this case, she told me to imagine that I was trying to 
reach for an apple in a tree. I just could not create the impression she wanted. Then 
suddenly she disappeared while I was left weeping at her displeasure. She soon 
returned with a broom. By mechanically moving it up and down she demonstrated 
what was wrong with my arms, which should have been raised softly and 
expressively. I still remember that lesson. In the years to follow, after I had retired 
from the stage and was teaching dancing in a Normal School, I often resorted to 
Irma’s methods and attained much in the development of children’s artistry. 

\\ 

«HpMa Sbuia yMHa, ho pobojibho SecnomapHa b pa6oTe. OHa poBena Meroi go cne3, 
xorpa penerapOBana cojio H3 ophoto H3 TaHueB AncepopBi. Xoth mbi 6bijih pctbmh, 
OHa 3acTaBjnma Hac pyMaTB, npaxpe neM peiiCTBOBaTB. B 3tom cjiynae, OHa cxa3ajia 
MHe npeflCTaBHTB, hto h nbiTaiocB pocTaTB hBjioro Ha pepeBe. Si npocTO He Morna 
C03ABTB BneHaTJieHHe, KOTOpoe OHa xoTejia. 3aTeM OHa BHe3anHO Hcne3Jia, a n 
njiaxaiia ot ee HeynoBOJiBCTBHii. Bcxope OHa BepHyjiacB c mcthoh. MexaHHHecRH 
ABHraa ee BBepx h bhh3, OHa npopeMOHCTpHpOBajia, hto cjiyHHJiocB c mohmh 
pyKaMH, KOTOpBie POJHRHBI 6bIJIH 6BITB nOflHJITBI MflTRO H BBIpa3HTeJIBHO. Si go chx 
nop noMHio 3tot ypOK. B nocnepyiomHe topbi, nocjie toto, Rax n ynuia co chchbi, h 
npenopaBana xaHHBi b oBbihhoh rnxojie, h nacTO npHSerajia x MeTopaM HpMBi, h 
MHOTOTO AOCTHTJia B pa3BHTHH peTCROTO MaCTepCTBa.» 
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[] Below: Valentina Boye, in Isadora Duncan’s Dance-Song of the Revolution 
“Exhausted by Heavy Bondage. ’’ 

\\ BHH3y: BajieHTHHa Bone b «TaHH,eBajiBHOH necHe peBOJHOHHH» AncepopBi 
AyUKail «H3MyHeHHBIH TIDReJIBIM pa6CTBOM». 

[] Far left: Valentina Boye. 

\\ Kpainiee cjieBa: BajieHTHHa Bone. 




“Isadora’s working methods were quite different, but also got much out of us. When 
we children were brought upstairs to rehearse under her, something seemed to 
‘switch on. ’ She became another person altogether. She taught by demonstration and 
often did not remember what she had just shown. Of course, Irma memorized it all. 

\\ 

«MeTOAM pa6oTM Ance/iopbi 6 mjih cobccm ApyrHMH, ho ohh Taiofce chjilho Hac 
nopa3HJiH. Korna mli, flera, 6 mjiii BOcmiTaiibi HaBepxy, hto 6 m penerapOBaTb c Hen, 
hto-to, Ka3anocb, «BKJHOHanocb». OHa Boodipe 6bina npyrHM nenoBeicoM. OHa 
yHHJia Harjia^HO, h nacTO He noMHHna, hto TOJibKO hto noKa3ajia. Kohchho, HpMa 
3anoMHHana Bee 3to.» 

“How she loved dancing with us on the stage! She managed to kiss us in the course of 
the dance and whisper, ‘Moyee detie, moyee detie’ (my children), and we emerged 
into the wings with blots of lipstick on our cheeks, but didn ’t we adore her! 

\\ 

«Kax OHa moSHJia TaHu,eBaTb c HaMH Ha cijeHe! Eh yzjaBajiocb noiieiiOBaTb Hac bo 
B pem TaHH,a h npomenTaTb: «Moh flera, moh ^eTH» (my children), h mbi bmxoahhh 
H a KpMJibax, c nmaMH noMa^Bi Ha meKax, ho pa3Be mm ee He o 6 o>KajiH!» 

“Isadora’s rehearsals were a sight to watch. She described by demonstrating. * When 
she rehearsed the ‘Warshavianka ’ dance-song with us, she did not like the way we 
fell on the floor from the ‘merciless volleys. '** 

\\ 

«PeneTHu,HH Ance/iopbi - 3 to 3penHiH,e. OHa omicana 3 to /jeMOHCTpapHeH. * Kor/ia 
OHa peneTHpOBana c HaMH TaHH,eBanbHyio necHio «BapmaB^HKa», eii He 
noHpaBHJiocb, Kax mbi ynami Ha non ot «6 ecnoma/iHbix 3ajinoB.» ** 

*Isadora spoke Russian badly and knew very little of it but she managed to make 
herself understood. If she wanted to say something very precisely to the children, she 



spoke in German to Schneider, who was usually present and translated for her. In 
time, Irma became very fluent in Russian. 

\\ 

# AMce^opa nnoxo roBopnna no-pyccKH h oneHb Mano 3Hana 06 ttom, ho eM 
yflajioct 3acTaBHTb ce 6 a nomiTb. Ecjih OHa xoTena CKa3aTb hto-to oneHb tohho 
A eTaM, OHa roBOpHJia no-HeMeuKH co IIlHenflepOM, KOTOpbiH oObiHHO 
npHcyTCTBOBan h nepeBOAHJi j\jik Hee. Co BpeMeHeM HpMa oneHb xoporno cTajia 
roBOpHTb no-pyccKH. 

**“Warshavianka ” was a revolutionary song, popular trom 1905, with a text by the 
Russian revolutionary Gleb Krzyzanovsky, though the melody was of Polish origin. 
Isadora dedicated the dance 10 the heroes of 1905. She depicted the leader of falling 
but passing his (imagined) banner on to the next person, and so on down the line. 

\\ 

**«BapmaBaHKa» 6 biJia peBOjnouHOHHOH necHen, nonyjiapHOH c 1905 ro^a, c 
TexcTOM pyccKoro peBOJHOHHOHepa EneOa KpmnicaHOBCKoro, xora Mejioflna 6 biJia 
nojibCKoro npOHCxo)K,neHHa. Ance^opa nocBHTHJia TaHeu 10 -th repo^M 1905 ro^a. 
OHa H3o6pa3HJia na^eHne JiH^epa, ho c nepe^aneH ero (BOo 6 pa)KaeMoro) 3HaMeHH 
cne/iyiomeMy nejiOBeicy, h Tax ^anee no jihhhh. 

“Don ’tyou know how people die? ’ she asked. She then collapsed in perfect unison 
with the music, only to rise slowly and resolutely when coming back to life in order to 
join her comrades and pick up the banner from their hands. ” 

\\ 

«Pa3Be bbi He 3HaeTe, ktik yMHpaiOT jhoah?» - cnpocnjia OHa. 3aTeM OHa pyxHyjia b 
nOJIHOM COTJiaCHH C My3bIKOH, HTOSbl MeflJieHHO H peHIHTeJIbHO BCTaTb, B03BpamaaCb 
K 5KH3HH, HTOSbl npHCOe^HHHTbCa K CBOHM TOBapHHjaM H nOflH^ITb 3HBM^ H3 HX pyK.» 

# Banenmuna Eoue 

Valentina Boye, also one of the “old girls, ’’ is in complete agreement with 
Mysovskaya about the important role played by Irma Duncan in the artistic 
development of the children and in their purely physical learning. But she would like 
to add that if the Duncan School owed much to Irma, she gained much from her stay 
in Soviet Russia because “here her dancing became more expressive, the body 
acquired greater freedom. ” 

\\ 

BaneHTHHa Bone, Taioice o^Ha H3 «cTapbix AeBoneio), nojiHOCTbio coraacHa c 
MbICOBCKOH B TOM, HTO HpMa /],yHKaH HTpaJia Ba)KHyK) pOJIb B XyaOJKeCTBeHHOM 
pa3BHTHH AeTeH, H B HX HHCTO (J)H3HHeCKOM BOCnHTaHHH. Ho OHa xoTena 6 bl 
floOaBHTb, hto, ecjin flyHKaHOBCKaa niKOJia mhothm o6a3aHa HpMe, OHa MHoroMy 
HayHHnacb ot npeObiBamni b Cobctckoh Pocchh, noTOMy hto «3,necb ee TaHHbi 
CTajiH 6 onee Bbipa3HTejibHbiMH, Teno npHo 6 peno Oojibmyio CBo 6 o,ny». 

# / ojiyoan KOMnama 

Isadora was, of course, still performing herself, though in Moscow she did not dance 
more than once or twice a month. Rumnev saw some of her rehearsals: “She worked 



with pianists Pyotr Luboshitz or Mark Meitchik, and I attended these rehearsals 
alone. At any rate I never saw anyone else there. It was then that I was able to get a 
closer knowledge of Isadora’s art and to love it. 

\\ 

Aficeflopa, kohchho ace, npo^ojiacajia BbicTynaTb, xoth b MocKBe OHa Tami,eBajia He 
name OflHoro-AByx pa3 b Mecau. PyMHeB BH^eji HexoTOpbie 113 ee peneTHHHH: «OHa 
pa6oTana c miaHHCTaMH neTpOM JIioSoniHueM hjih MapKOM Mchhhkom, h a 
npHcyrcTBOBan Ha sthx peneTHunax oahh. Bo BcaKOM cjiynae, a HHKoryja He BH^eji 
TaM HHKoro. Tor^a a CMor 6jinace no3HaKOMHTbca c ncicyccTBOM AMceflOpbi h 
nojno6HTb ero. 

“In a huge room hung with curtains, a blue rug spread on the floor, Duncan, 
barefooted and wearing a chiton, danced Schubert, Liszt, Wagner. Her dances were 
like improvisations, consisting mostly of short runs and leaps with one leg thrown 
forward or backward. Very often she danced without moving from the spot she was 
standing in and merely beat time with her foot, reflecting in mime and in ‘plastique ’ 
the mood and rhythm of the musical piece. Such, for instance, was Chopin’s ‘Lullaby ’ 
when she nursed an imaginary child. In this case, as always at the thought of 
children, she had tears streaming down her face. ’’[21] 

\\ 

«B orpOMHOH KOMHaTe, yBemaHHOH HiTOpaMH, Ha nony jieacaji chhhh kobphk, 
^ymcaH, 6ocaa h o,neTaa b xhtoh, Tami,eBajia IIIy6epTa, JlncTa, Baraepa. Ee TaHijbi 
noxoAHJiH Ha HMnpoBH3aHHH, cocToamne b ochobhom H3 kopotkhx npo6eaceic H 
npbDKKOB c OflHOH HoroS Bnepefl hjih Ha3a^. OHeHb nacTO OHa Tami,eBajia, He 
ABHraacb c MecTa, CToajia, h npocTO OT6nBajia TaKT Horoii, oipaacaa b naHTOMHMe h 
«njiacTHKe» HacTpoeHHe h phtm My3biKajibHoro npoH3Be,neHHa. TaKOBa, HanpHMep, 
«Kojibi6ejibHaa» IIIoneHa, Koraa OHa xopMHJia BOoSpaacaeMoro peoeiiKa. B stom 
cjiynae xax Bcer^a npn mbicjih o .neiax, no ee Jinpy TexjiH cjie3bi.»[21] 
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Isadora’s admitting Rumnev to the Blue Room was an unprecedented gesture. None 
of the children knew how or when she rehearsed or whether she practiced at all, 
since they were restricted to the use of only that part of the house allotted to them. It 
was against the rules to cross the stairs and cold passages leading to Isadora’s 
quarters. 

\\ 

IIpHHaTHe Aiice,nopbi PyMHeBa b TojiyGyio KOMHaTy 6bijio 6 ecnpeu,e,neHTHbiM 
acecTOM. Hhkto H3 fleTeii He 3Haji, xax h xor^a OHa peneTHpOBajia hjih Boo6ipe 
3aHHMajiacb, nocKOJibKy ohh 6bijih orpamraeiibi ncnojib30BaHHeM tojibko toh nacra 
/IOMa, KOTOpaa 6bina hm OTBe^eiia. Ebijio np0THB03aK0HH0 nepecexaTb jiecTHHijy h 
xojiOAHbie npoxoAbi, BeAymne k KBapTHpaM Anceflopbi. 

Children, however, often know and understand much more than their seniors care to 
think. They would listen to sounds coming from the gay parties (Rumnev confirms 
that the atmosphere was very bohemian) and in the morning, coming to the Blue 
Room for gymnastics, they sometimes found it in disorder. Now and again they 
succeeded in creeping to the grand, oak-panelled dining room to admire the 



remnants of last night’s feast, Of course, anything like that was a feat of extreme 
daring and, like children of all times, they adored doing it for that very reason. On 
the whole they were healthy-minded, good children, who—small as they were—soon 
realized their exalted mission ’ they were destined to bring the beauty of living to their 
peers. 

\\ 

O^HaKO flera nacTO 3HaiOT h noHHMaioT ropa3^o 6ojitme, neM ^yMaioT hx cTapnine. 
Ohh caymajiH 3ByKH, H3,naBaeMbie Ha Beceabix BenepHHicax (PyMHeB no^TBep>KflaeT, 
hto aTMOC(J)epa 6tuia oneHb 6oreMHoii), a yTpOM, npHxofla b TojiyGyio KOMHaTy 
rHMHacTHKH, ohh HHor^a HaxoAHJiH ee b Secnopaflice. BpeMa ot BpeMeHH, hm 
y/iaBanocb nponoji3TH b Soabinyio CTOJiOByio, oSnimyK) ^ySoBbiMH naHeaaMH, 
hto6bi nojiioSoBaTbCfl ocTaTKaMH BHepaniHero 3acToaba. Kohchho, Bee 3to 6bijio 
nOABHrOM Hpe3BBIHaHHOH CMeJIOCTH, H, KaK AeTH Bcex BpeMeH, OHH o 60 )KaJIH AeJiaTB 
3TO no 3TOH CaMOH npHHHHe. B HeJIOM, OHH 6bIJIH 3flOpOBbIMH, floSpbIMH fleTBMH, 
KOTOpbie, KaKHMH 6bl MaJieHBKHMH OHH HH SblJIH, BCKOpe 0C03HaJIH CBOK) 
B03BBIHieHHyi0 MHCCHK) - HM Cy^K^eHO 6bIJIO ^OHeCTH KpaCOTy >KH3HH RO 
CBepCTHHKOB. 

To this end, their cultural education was carefully planned. As soon as they grew a 
little older, visits were organized for them to attend the concerts of the Bolshoi 
Symphony (never the ballet). They were taken to recitals by great pianists and to 
dramatic performances at the Maly and Art theatres. In the latter, they always had a 
box awaiting them, and Stanislavski, if he was not performing himself, would come 
out to greet them as they proudly displayed their Sunday-best, red velvet tunics. 

\\ 

3Toro hx KyjiBTypHoe BoenHTaHHe 6 bijio TuiaTeaL.no cnaanupoBano. Kaic tojibko 
OHH nOflpOCJIH, RJW HHX SblJIH 0praHH30BaHBI BH3HTBI Ha KOHU,epTBI EOJIBHIOH 
chm(J)ohhh (He SaaeTa). Hx npHB03HJiH Ha KOHuepTbi Beanicne nnaHHCTbi, h Ha 
ApaMaTHuecKHe cneKTaicaH b MaabiM h XynoacecTBeHHbiii TeaTpti. B nocae^HeM y 
hhx Bcer/ia 6biaa aoaca, oacH^aiomaa hx, h CTaHHcaaBCKHH, ecan oh He BbicTynaa 
caM, Bbixoflna, HToSbi npHBeTCTBOBaTb hx, Kor^a ohh rop,no fleMOHCTpnpoBaaH cboh 
aynmne BOCKpecHbie KpacHbie SapxaTHbie TyHHKH. 

Rurnnev says that he asked Isadora to teach him. But she replied that her intention 
was to teach nobody but children in Russia, inasmuch as through her art and through 
association with beautiful music, poetry, and pictures, she would be able to cultivate 
in them the lofty, moral qualities worthy of a free people in a free land. She added 
that she never taught adults, and in any case had nothing to teach Rurnnev who was 
already an accomplished artist. 

\\ 

PyMHeB roBopHT, hto oh npocHn Ance^opy oSyuHTb ero. Ho OHa OTBeraaa, hto ee 
HaMepeHneM 6 biao He ywrb hhkoto, KpOMe fleTen, b Pocchh, nocKonbicy 6 aaro^apa 
ee HCKyecTBy h accoHnaHHH c npeicpacHOH My3biK0H, no33HeH h KapTHHaMH, OHa 
CMoaceT BocnHTaTb b hhx BbicoKHe MOpaabHbie KanecTBa, ^ocTOHHBie cboSo^hbix 
mo^eii, Ha cboSoahoh 3eMae. OHa ^o 6 aBHaa, hto Hmcor^a He ynnaa B3pocabix, h hh 
b KoeM cayuae iniueMy He nayunaa 6 bi PyMHeBa, KOTOpbin yace 6 bia onbiTHbiM 
apTHCTOM. 



She was not teaching boys either. Though at the beginning there were some boys in 
the school, the fact that the girls were strictly forbidden to tease them shows that they 
were in the minority. Actually, there had been exactly eleven boys, most of them 
American-born children of repatriated Russian parents, who had been entered in the 
school, not at all for the dancing, but for the advantage of living with a group of 
Russian children and in decent conditions. 

\\ 

OHa TO)Ke He ynnjia MajiBHHKOB. Xoth BHanajie b niKOJie 6bijio hcckojibko 
MajiBHHKOB, TOT <j)aKT, HTO fleBOHKaM 6bIJIO CTpOTO 3anpemeHO flpa3HHTB HX, 
noKa3BmaeT, hto ohh 6bijih b MeHBHiHHCTBe. Ha caMOM flejie, 6bijio pobho 
OAHHHaAH,aTB MajiBHHKOB, OOJIBHIHHCTBO H3 KOTOpBIX 6bIJIH aMepHKaHCKHe fleTH 
penaTpHHpOBaHHBix pyccKiix poflHTejieii, KOTopBie 6bijih 3aHHCJieHBi b niKOJiy BOBce 
He jpin TaHpeB, a toto, hto6bi >khtb c rpynnoii pyccKHx fleTeii b ^octohhbix 
yCJIOBHUX. 

They presented quite a few problems, for they had to be placed in a separate 
dormitory. Their red tunics were worn off one shoulder to distinguish them from the 
girls, but there was still trouble with the distinction. To these boys, Russian was a 
foreign language and, unlike English, Russian is inflected. Schneider, very much a 
man’s man and a strict disciplinarian, was nearly driven out of his senses by their 
saying “I went ” and “I danced ” with a feminine ending to the verb. 

\\ 

Ohh npe^CTaBJiiuiH ^obojibho mhoto npoSjieM, noTOMy hto ohh ^ojhkhbi 6bijih 6bitb 
pa3MeipeHBi b otacjibhom oOhiokhthh. Hx KpacHBie TyHHKH 6bijih cTepTBi c OflHoro 
njiena, hto6bi otjihhhtb iix ot ^eBoneK, ho c sthm OTJiHHHeM Bee eipe 6bijih 
npo6jieMBI. 3THX MajiBHHKOB pyCCKHH H3L.IK 6&IJI HHOCTpaHHBIM, H, B OTJIHHHe OT 

aHTJIHHCKOTO, pyCCKHH H3BIK HMen CKJIOHeHHH. IIlHeilflep, HeJIOBeK My)KCKOTO nOJia, 

H CTpOTHH flHCIIHnJIHHHpOBaHHBIH, HyTB He COHieJI C yMa, oObUCHIHI CBOHMH CJIOBaMH 
«A nomeji» h «A TaHH,eBan» c /KencKiiM OKOiiHamieM rjiarojia. 

The last problem, however, was the most serious, for it was an aesthetic one. Isadora 
had not foreseen any dances for men and never touched on the subject, though she 
did say to Alexandre Benois, as early as 1904, that with time she intended to add 
boys to her school.22 But the eleven boys at Prechistenka 20 did the same dances as 
the girls. Irma, a born teacher who—as her former pupils say, could teach a chair to 
dance—did tell the boys that they were not to imitate the girls but to perform all the 
movements in their own manly way. Yet the fact remains that the boys had no special 
niche in the school’s curriculum and, one by one, they all disappeared. 

\\ 

nocjie,zpnni npo6jieMa, o/piaKO, 6BiJia caMoii cepBe3HOH, nocKOJiBKy OHa SBiJia 
3CTeTHHecKoii. Ailceflopa He npeflBH^ejia HHKaKHx TaHueB gnu MyiKHHH, h HHKor^a 
He KacajiacB 3 toh tcmbi, xoth OHa h CKa3ajia AjieKcaHApy EeHya eipe b 1904 ro^y, 
hto co BpeMeHeM OHa coOnpajiacB ^oOaBHTB MajiBHHKOB b cboio niKOJiy. [ 22 ] Ho 
OAHHHaAH,aTB MajiBHHKOB Ha npeHHCTeHKe 20 BBinOJIHUJIH Te 5Ke TaHIIBI, HTO H 
^eBOHKH. HpMa, npHpo)KAeHHaa yHHTejiBHim,a, KOTOpan, KaK roBOpHT ee OBiBinne 
yneHHKH, Morjia 6 bi HayHHTB TanueBaTB Ha CTyjie, cKa3ajia MajiBHHKaM, hto hm 
H y>KHO He nonpa'/KaTB neBOHKaM, a bbihojihhtb Bee HBii/KeniiJi no-MyiKCKH. Ojukiko 



cj)aKT ocTaeTca (J)aKTOM: y MajiBHHKOB He 6bijio oco6on hhuih b uikojibhoh 
nporpaMMe, h oahh 3a ApyrnM Bee ohh ncne3JiH. 
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[] Below: Irma Duncan with her pupils, Moscow, 1925. Irma is in the center with 
Lida Lozovay. To her left is the senior group — among them Elizaveta Belova, Maria 
Toropchenova, Tamara Lobanevskaya, Yulia Vashentseva. To the left is the junior 
group — including Elena Terentieva, Maria Mysovskaya, Evgenia Ovsiannikova, 
Tamara Semenova. 

\\ BHH3y: HpMa ^ymcaH co cbohmh yneHupaMH, MocKBa, 1925 roA- HpMa b ijenrpe 
c JIhaoh J1o30boh. CjieBa ot Hee - CTapmaa rpynna - cpeAH hhx EnH3aBeTa EenoBa, 
Mapna ToponneHOBa, TaMapa JloEaHeBCKaa, lOjina BameHu,eBa. CjieBa - rpynna 
lOHHOpOB, b KOTOpyio bxoa^t EneHa TepeHTBeBa, Mapna MricoBCKaa, EBreHna 
OBcaHHHKOBa, TaMapa CeMeHOBa. 



Another loss was Lucy Flaxman. Though born in San Francisco, her Russian parents 
returned home and placed her in the Duncan School. But she remained only two 
years, since her family was not satisfied with the academic education offered there. 

\\ 

Ein,e oahoh noTepen 6&uia Jliocn JleKCMaH. Xota OHa pOAHJiacr b CaH-(EpaHn,HCKO, 
ee pyccKne pOAHTenn BepHynncb aomoh, ii noMecTHJin ee b niKOJiy ^ymcaH. Ho OHa 
ocTaBanacB tojibko ABa roAa, Tax xax ee ceMBa He 6BiJia yAOBJieTBOpeHa 
aKaAeMnnecKHM o6pa30BaHneM, npeAnaraeMBiM TaM. 

As the pupils of the Isadora Duncan Moscow School matured, their repertory 
changed. In the early years, they danced items suited to their age, arranged in the 
nature of dance-games. Such was Rachmaninov’s “Polka, ” with tiny Lidochka 
Lozovay a standing all alone at first in the center (in all the early pictures of the 


school she is seen in Isadora’s arms), and other children running out to join her in 
dancing merrily all around. 

\\ 

Kor^a yneHHKH Mockobckoh hikojibi AMce^opti ,H,yHKaH noB3pocjiejiH, hx 
penepTyap H3MeHHJicn. B nepBbie to^bi ohh TaHpeBajiH npe^MeTbi, 
cooTBeTCTByiomHe hx B03pacTy, ycTpoeHHbie b BH^e TaHpeBajibHbix rap. TaKOBa 
6biJia «IIojibKa» PaxMaHHHOBa c KpomeHHOH JIh^ohroh JIo3oboh, KOTOpan CHanajia 
CTOima oflHa b HeHTpe (Ha Bcex paHHHx <j)OTorpa(J)H^x hikojibi, KOTOpyio OHa BH^ejia 
b pyxax AHce^opbi), h ^pyrne flera BbiSerajiH, hto6bi npncoeflHHHTbca k Hen h 
B ecejio TaHu,eBaTb BOKpyr. 

Irma produced for them several items from Schumann’s Kinderscenen that could not 
fail to bring back memories of her own, not-too-happy days at the Grunewald school. 
I especially appreciate that she saw to it that the children were always told what they 
were dancing about and what it meant—something she had never enjoyed from Tante 
Miss (Isadora’s sister Elizabeth). The Grunewald and Darmstadt Kinderscenen were 
really improvisations by the children themselves. Now the “old girls ’’from the 
Moscow school remember Irma teaching them these Schumann pieces and, in one 
instance, telling them to Imagine being a poor beggar girl. Perhaps Irma recreated 
for them her own solo, “Poor Orphan Child, ” that Isadora had so admired. [23] They 
also did “The March of the Tin Soldiers ’’ and “Blind Man’s Bluff, ” the latter 
sounding rather like a Corelli “Courante’’ that Irma had created and danced in 
1905. She also taught them the charming “Les Petits Siciliennes. ” 

\\ 

HpMa npoH3Bejia pin hhx hcckojibko npe^MeTOB H3 «AeTCKoro cajia» IIIyMaHa, 
KOTopbie He MorjiH He bchomhhtb ee coOcTBemibie, He cjihhikom CHacTJiHBbie ahh b 
niKOJie rpioHeBajib^a. 51 ocoOemio ueHio to, hto OHa no3a6oTHJiacb o tom, hto6bi 
^eraM Bceraa roBOpHJiH, o hcm ohh TanuyioT h hto 3 to snaniiT - to, hto efi nuKoraa 
He HpaBHJiocb ot Tame Mhcc (cecTpa AMceflOpbi 3jiH3a6eT). rpiOHeBajib^ h 
/JapMuiTapr KHiuepcuenen 6bijih nacTOimiiiMii HMnpoBH3au,H^MH caMHx neTeii. 
Tenepb «CTapbie ^eBOHKH» H3 mockobckoh hikojibi BcnoMHHaiOT, xax HpMa oOynajia 
hx 3thm npOH3BefleHHHM IIIyMaHa h, b o^hom cjiynae, paccKa3biBajia hm, hto ohh 
Boo6pa>KaiOT ce6a Se^HOH HHipeii. Bo3mo)kho, HpMa Boeco3,najia jpw hhx CBoe 
co6cTBeHHoe cojio «Ee,ziHoe ^HTn-CHpoTa», kotopbim Ance^opa Tax 
BoexHmajiacb.[23] Ohh Taioxe cflejiajiH «Mapm ojiobhhhbix coimaT» h «Ejiecf) 
cjienoro», nocjieflHHH iByiaji cxopee kbk «BerymHH» Kopejuin, KOTOpyio HpMa 
C03Aana h TaHpeBajia b 1905 ro^y. OHa Taioxe HaynHJia hx onapOBaTejibHOMy TaHiiy 
«MajieHbKiie chhhjihhhbi». 

# Pocjiaejieea 

In 1923 Irma arranged for the children “Leaping with the Scarf ’’ which was, in fact, 
one of their exercises appearing in more scenic form to display their advanced 
abilities. In my “review’’ of the first school concert I attended that year. I wrote: “. . . 
they do not dance, they rather play, performing movements that are simple, healthy, 
and at the same time absolutely inconceivable for the contemporary child. They are 
joy and health incarnated! ” 

\\ 



B 1923 ro^y HpMa opraHH30Bana jgin /jeTeii «IIptDKOK c mapcf)OM», hto, no cyTH, 
6mjio oahhm H3 hx ynpa>KHeHHH, houbhbihhxch b 6onee acnBonncHon cfiopMe jxjia 
fleMOHCTpannn nx npoflBHHyrbix cnocoSHOCTen. B MoeM «o630pe» nepBoro 
niKOJitHoro KOHnepTa, KOTopbiir n nocerajia b 3tom ro^y. A Hanncana: «... ohh He 
TaHpyioT, ohh CKopee nrpaiOT, BbinonHeHne npocTbix, 3flOpOBbix h b to ace BpeMn 
a6cojiK)THO HenocTH>KHMbix ABH>KeHHH fljia coBpeMeHHoro peOemca. Ohh 
BonjiomaioT pa^ocTb h 3/iopOBbe!» 

Almost twenty years before, on her first 1905 program, Isadora was praised by the 
critics for recreating all alone in iphigenie en Aulide an entire chorus of Chalkis 
maidens playing at ball and knucklebones by the seashore. Now, in the 1923 concert, 
a whole group of children with Irma at their head danced the same piece with the 
beautiful play of arms so typical of Isadora. 

\\ 

IIohth flBa/maTb JieT Ha3a^ b cBoeir nepBoir nporpaMMe 1905 ro^a, kphthkh 
xBajiHJiH Airceflopy 3a B0CC03flaHHe, 6e3 bchkoh noMomn, b «M(J)HreHHH b AyjiHfle» 
Hejioro xopa ^eBHH XajiKHC, nrpaiomHx b muh h kocta tti kh Ha 6epery Mopn. Tenepb, 
Ha KOHHepTe 1923 ro^a, Henan rpynna ^eTeii c HpMoii bo rnaBe, TaHpeBajia Ty )Ke 
nbecy c npeicpacHOH Hrpoii pyx, ctojib tithhhhoh Airce^opbi. 

/ wrote then: “Do they have anything in their hands? But they are playing, playing! 
Now they throw up the bones, count them, collect them, and again throw them up to 
catch them once more — they do play, they are genuinely taken up by the game. Is it a 
ball in their hands? The hands are empty. But, together with Irma, they catch it, they 
run after it, merry and excited, and every child noisily tries to be first. Then they 
weave themselves into garlands, comprising a Greek choir for Irma’s dances, and 
dance themselves in merry rings lit by the sun’s rays, that make you forget they are 
provided by theatrical tricks. ” This is from my Glimpses, The “critic ” was fifteen. 

\\ 

A Hanncana Tor^a: «Y hhx ecTb HTO-HH6ynb b pyxax? Ho ohh nrpaiOT, nrpaiOT! 
Tenepb ohh no^SpacbiBaiOT kocth, cnHTaiOT hx, coOnpaiOT h CHOBa no,n6pacbiBaiOT, 
hto6bi noiiMaTb hx eipe pa3 - ohh nrpaiOT, ohh HCKpeHHe yBJieneHbi Hrpoii. 3to muh 
b hx pyxax? PyKH nycTbi. Ho BMecTe c HpMoii ohh jiobut 3to, ohh 6eryr 3a sthm, 
Becejibie h B3BOJiHOBaHHbie, it KajK^biii peSeHOK rnyMHO nbiTaeTCn Obitb nepBbiM. 
3aTeM ohh BnjieTaioTCM b rnpnnHAbi, cocTOumHe H3 rpenecicoro xopa Tami,eB 
HpMbi, it TaHii,yioT b Becejibix KOJibuax, ocBemeHHbix conHeHHbiMH jiynaMH, KOTOpbie 
3acTaBJiiiiOT Bac 3a6biTb, hto hm npeflOCTaBJinioT TeaTpajibHbie tpiokh». 3to H3 mohx 
«npo6jieCKOB», «KpIITHKy» 6bIJIO 15-Tb. 
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[] Right: Schubert’s “Waltz with a Scarf ” Left to right: Elizaveta Belova, Maria 
Mysovskaya, Alexandra Aksenova, Elena Fedorovskaya, Evgenia Fedorova. Pictured 
is a performance of1947. 

\\ CnpaBa: «Bajibc c mapcf)OM» IUyOepTa. CjieBa HanpaBo: EjiH3aBeTa EenoBa, 

Mapna MbicoBCKan, AneiccaHApa AxceHOBa, EjieHa cpeflOpOBCKan, EBreHHn 
Oe^opOBa. Ha (Jioto cneKTaicjib 1947 ro^a. 



[] Far right: “The Three Graces. ” Left to right: Valentina Boye, Tamara 
Lobanovskaya, Alexandra Aksenova. 

WKpaiiHe cnpaBa: «Tpn rpau,HH». CaeBa HanpaBo: Baaemama Bone, TaMapa 
Jlo6aHOBCKaa, AaeKcaHflpa AicceHOBa. 



Irma choreographed Alexander Grechaninov’s songs, “Ai-du-du, ” “Ten-ten- 
poteten, ” and a “Lullaby—all very suitable for the children’s repertory and sung by 
themselves. 

\\ 

HpMa nocTaBHaa xopeorpacjDHio neceH AaeKcaH^pa rpeaaHHHOBa «An-,ay-,ay», 
«TeHb-TeHb-naeTeHB» h «Koabi6eabHaa necHa» - Bee ohh oaeHb no/ixo/piT ,nna 
penepTyapa /jeTeii h cneTbi caivni no ce6e. 

Some other dances, like Schubert’s “Waltzes, ’’ were added. The loveliest of all these, 
as far as I am concerned, was the one in which two dancers hold the scarf under 
which the rest pass in two’s and three’s, pausing for a moment when the gauze flies 
the highest to the upward pitch of the music. Later, when they had grown to be 
charming young girls, they danced the famous “Three Graces, ” also to Schubert’s 
music. Very popular with the audiences and invariably encored was Beethoven’s 
“Turkish March ’’from The Ruins of Athens. 

\\ 

Bbian AoSaBaeHbi HeKOTOpbie flpyrne Tamibi, Taicne Kaic «BaabCbi» LLIy6epTa. 
CaMbiM npeKpacHbiM H3 Bcex, HacKoabKO a noHHMaio, 6bia tot, b kotopom ^Ba 
TaHpopa ^epacaT mapcj), no# kotopbim ocTaabHbie npoxo^aT no flBa n no Tpn, 
ocTaHaBanBaacb Ha MraoBeHne, Kor^a Mapna aeTHT HanBbicmnM k BepxHeMy TOHy 
My3biKH. IIo3ace, Kor/ia ohh CTaan oaapOBaTeabHbiMH mohoabimh fleBymicaMH, ohh 
TaHpeBaaH 3HaMeHHTbie «Tpn rpau,HH», Taicace no/i My3bmy DJySepTa. OaeHb 
nonyaapHbiM cpe^H 3pHTeaen h Hen3MeHHO conpOBoac/jaeMbiM 6bia «TypeijKHH 
Mapm» BeTxoBeHa H3 «PyHHbi A(|)hh». 


The girls danced a large number of Chopin pieces at different periods and ages. At 
first they would have been given tiny roles in the dances and later would be real 
soloists themselves. Thus, Elena Terentieva was taught the sixth and Alexandra 
Aksenova the seventh “Waltz” by Irma. Upon Irma ’s departure, the “Marche 
Funebre”passed on to Aksenova with Boye. The “Polonaise” was danced by the 
entire ensemble. “Papillon, ” requiring swift virtuoso technique, was always 
performed by Mussia Mysovskaya. Tamara Lobanovskaya, blond and beautiful, had 
great success in the “Mazurka. ” 

\\ 

^eByniKH TaHu,eBajiH Sontmoe KonHnecTBO ntec IIIoneHa b pa3Hbie nepHOflbi h 
B03pacT. Cmnana hm ^aBann KpomenHbie ponn b TaHpax, a no3nce caMHx cojihctob. 
Tax, EneHa TepeHTbeBa ynnna rnecTOH, a AnexcaHApa AxceHOBa ce^bMOH «Bajibc» 
y HpMbi. Ilocne OTbe3/ia HpMbi, «IIoxopOHHbiH Mapm» nepemen k Akcchoboh c 
Eoiie. «IIojiOHe3» TamjeBan Becb aHcaM6nb. «IIanHHOH», TpeSyiomHH SbiCTpoi! 
BHpTyo3Hoii TexHHKH, Bceryia Hcnojimma Mycnn MbicoBcican. TaMapa JIo6aHOBCKan, 
Senoxypan h xpaciiBan, HMena Sonbmoii ycnex b "Ma3ypKe". 

Besides concerts in large theatres and halls, the school sometimes gave 
performances, occasionally for paying audiences, in its own garden. It was a truly 
beautiful place. The large terrace on the second floor had colonnades in the Grecian 
style and two semicircular staircases leading to the garden below. Hidden by very 
high stone walls, it was not visible from the street. Spectators could enter through a 
side door directly from the vestibule, which was also done in the Grecian style with 
marble benches and a statue of Venus. 

\\ 

IIomhmo KOHpepTOB b 6ojibiiiHx TeaTpax h 3anax, niKOJia BpeMn ot BpeMemi ,naBana 
npeflCTaBJieHiM, HHor^a jgm nnaraoil ayuHTopHH, b cbocm coSctbchhom ca^y. 3 to 
6biJio AeiicTBHTejibHO xpacHBoe mccto. Eonbinan Teppaca Ha btopom 3Tance HMena 
KOJiOHHa^bi b rpenecKOM crane h ^Be nonyKpyrnbie necranubi, Beflymne b cag 
BHH3y. CxpbITblH OHeHb BbICOKHMH XaMeHHbIMH CTeHaMH, OH He 6bin BH^eH C ynHHbl. 
3pHTenn Mornn bohth nepe3 6oxoByio flBepb npnMO 113 Becra6ionn, hto Taxnce 6bino 
BbinonHeHO b rpenecxoM crane c MpaMOpHbiMH cxaMeiixaMH h cTaTyeii BeHepbi. 

One could not wish for more appropriate surroundings when the girls, in lovely, 
newly- designed tunics, danced to the music of Chopin and Schumann. The girls ’ 
favorite was a Schumann dance that they named “Happiness. ” 

\\ 

Hen b in 6bino ncenara 6onee nonxonflmero oxpynceHHn, Korna neByuiKH b 
npexpacHbix, He^aBHO pa3pa6oTaHHbix TyHHxax Tami,eBanH no^ My3bixy IIIoneHa h 
IIIyMaHa. cDaBOpHTOM ^eByrnex 6bin TaiieH IIIyMaHa, xoTOpbiii ohh Ha3Bann 
«CnacTbe». 

Every summer the school left Moscow for some suburban former estate, the lease of 
which Schneider obtained with his usual ingenuity. In 1923, for instance, the children 
went to Litvinovo, an especially successful choice. Here they swam, played, studied 
French and English, and also worked, not only on their own potato field that 
provided food for the entire winter, but also pulled weeds on fields belonging to a 
neighboring state farm, for which service they were supplied with an unlimited 



quantity of milk. To boot, some of the children’s parents paid for this privilege. 
Schneider had placed an advertisement in the papers and theatrical magazines, 
offering a chance for any child to spend the summer in congenial surroundings, with 
some studies and a reasonable amount of manual work. The response replenished the 
school’s coffers and expanded the so-called “parallel” paying group. Elena 
Fedorovskaya (daughter of a renowned professor of geology who had placed her in 
the parallel group upon its formation in 1922) still cherishes pleasant recollections of 
the Litvinovo summer. 

\\ 

KajK^oe aeTO niKOJia Bbie3>xajia H3 Mocxbbi b 6biBinee 3aropo,HHoe noMecTte, apeH^y 
KOTOporo IIlHeiiflep npHo6pen co CBoeii oSbihhoh H3o6peTaTejibHOCTbio. HanpHMep, 
b 1923 ro^y fleTH oTnpaBHJiHCB b JIhtbhhobo, oco6eHHO y/ianHbiH Bbi6op. 3^ecb ohh 
naaBajiH, HrpajiH, roynajiH (J)paimy3CKiiH h aHniHHcxHH jbbixh, a Taxnce pa6oTajiH He 
TOJibKO Ha coScTBeHHOM KapTO(J)ejibHOM none, KOTOpoe o6ecnenHBajio nnmy Ha bcio 
3HMy, ho Taxnce h pBann copmixH Ha nojuix, npHHafljiencaniHx coce^HeMy coBxo3y, h 
3a TaKHe ycnyrn hm nocTaBjnuiH HeorpaHHneHHoe xojiHnecTBO MOJiOKa. KpOMe Toro, 
HexoTopbie H3 poAHTeneii ^eTen 3anjiaTHJiH 3a 3Ty npHBHJiermo. niHeH^ep 
pa3MecTHJi pexjiaMy b ra3eTax h TeaTpanbHbix ncypHanax, npefljiaran nioSoMy 
peSeHKy bosmokhoctb npOBecTH neTO b npmrraoH o6cTaHOBKe, c HeKOTOpbiMH 
3aHaTHaMH h pa3yMHbiM xojiHnecTBOM pyHiioil paSoTbi. Otbct nononHHJi HiKOJibHyio 
xa3Hy h pacniHpHJi, Tax Ha3biBaeMyio «napajuiejibHyio» nnaTe/Kiiyio rpynny. Enena 
cDeflOpOBcxan (aohb H3BecTHoro npocf)eccopa reonornn, noMecTHBmero ee b 
napannejibHyio rpynny, nocne ee o6pa30Bamni b 1922 ro^y) flo chx nop xpaHHT 
npH^THbie BOCnOMHHafflM O JIHTBHHOBCKOM neTe. 

-25 

# Kpacnbiu cmaduon 

In the spring of 1924 the school decided to give up its summer of rest and volunteered 
to teach workers ’ children at the so-called Red Stadium. This belonged to the trade 
unions and was located not far from Prechistenka street, on the bank of the Moskva 
River, opposite the present Park of Culture and Rest. Posters appeared in the city, 
especially in the region around the school, announcing the organization of free dance 
studies in the sports arena of the Red Stadium. It was emphasized that preference 
would be given to those children whose parents worked in factories and plants. 
Beyond this they were asked only three things: an earnest desire and interest in the 
undertaking, regular attendance, and a red cotton tunic (because the school was 
unable to provide such a large number). 

\\ 

BecHoii 1924 ro^a, imcona pemnna OTxa3aTbcn ot nemero OT^bixa h npeflJioncHJia 
oSynaTb fleTeii pa6onnx Ha Tax Ha3biBaeMOM KpacHOM cTa^HOHe. Oh npHHaAJiencan 
npo(J)coK)3aM h pacnojiaranca He^anexo ot IXpenncTeHxn, Ha 6epery MocxBbi-pexn, 
HanpomB HbmeiHHero Elapxa xynbTypbi h OT^bixa. B ropo^e, ocoSeHHO b paiiOHe 
mxojibi, noaBHJiHCb nnaxaTbi, b xoTOpbix o6BflBjnmacb opraHH3au,Ha SecnnaTHbix 
TaHH,eBajibHbix 3amiTHH Ha cnopTHBHOH apeHe KpacHoro cTa^HOHa. Ebijio 
noAnepxHyTO, hto npeflnonTeHHe 6y/ieT oiyiaBaTbcn TeM /je™, po^HTejiH xoTOpbix 
paSoTaiOT Ha (J)a6pnxax h 3aBOflax. IIomhmo 3toto hm 6bijih 3 a/jaHbi tojibxo Tpn 



Benin: ncicpeHHee jKejiamie n HHTepec k MeponpmiTHK), peryjmpHoe nocemeHne n 
Kpacnaa xjionKOBaa TyHHKa (noTOMy hto niKOJia He Morna ooecnemiTb TaKoe 
Sojitmoe KOJinnecTBo). 

Six hundred children (including plenty of boys) responded to the advertisement. Irma 
would not have been able, of course, to teach such a number all at once, so the 
school’s senior children were appointed as her assistant instructors. Each got a 
group of newly conscripted children to initiate into the essentials of the Duncan 
system in which they were now quite well versed. Mussia Mysovskaya recalls: “We 
were no longer green and inexperienced, otherwise how could we teach other 
people? Moreover, we, the instructors, had to work out how to show each step and 
arm movement so that it would appear to our pupils in a reversed, mirrored way — 
that is, to demonstrate a step with the left foot, I had to use the right, and vice versa. ” 
\\ 

IIIecTBCOT neTeii (b tom HHCJie, mhoto ManbHHKOB) OTKJiHKHyjiHct Ha peKJiaMy. 
KoHenHO, HpMa He CMorna 6 bi npenonaBaTb TaKoe KOJinnecTBO cpa3y, noTTOMy 
CTapnine neTii ihkojibi 6mjih na3naHenbi ee no mouhihk a mh. KajK^BiH nojiymui 
rpynny He^aBHO npH3BaHHbix neTeii, hto6bi HanaTb roynaTb ochobbi cncTeMbi 
^yHKaH, b KOTOpoii ohh Tenepb nocTaTOHHO xopomo pa36HpaioTCM. Myca 
MbieoBCKaa BcnoMHHaeT: «Mbi 6ojibine He 6 bijih 3ejieHbiMH h HeonbiTHbiMH, HHane 
KaK MbI MOTJIH 6bl yHHTb flpyTHX JHOfleH? Bonee Toro, MbI, HHCTpyKTOpbl, flOJEKHM 
6 mjih peniHTb, Kax noKa3MBaTb KajK^MH mar h nBH/Kemie pyKH, hto6bi oh 
OTOO pa/Kaacji HamHM ynennKaM b nepeBepHyTOM, 3epKanbHOM BHje, to ecTb, hto6bi 
nponeMOHCTpHpOBaTb mar neBOH hotoh, MHe npHmjiocb Hcnojib30BaTb npaByio, h 
H ao6opOT». 

And very good teachers they were. Last year I met, quite by accident, a pupil of 
Mussia Mysovskaya’s group from the Red Stadium. Raisa Korzhikova, born in 1914, 
lived at Prechistenka 9 and therefore heard a lot about the school and was one of the 
first to respond to the posters. In her house there was an amateur dancing group, and 
she was very eager to learn more about danc ing. She still mentions the name of her 
instructor with great respect. As a matter of fact, she did so well that in the autumn 
she was allowed to come to the school for practice with a small group of the more 
talented children. She might have remained there altogether, but her mother, hearing 
that it was practically necessary to give her child away to live at the school, refused 
to part with her daughter. 

\\ 

H ohh 6mjih oneHb xopohihmh ynHTe jismh. B nponiJiOM ropy x coBepmeHHO 
cjiynaiiHO BCTpeTHJia yneHHHy rpynnbi Mycn Mbicobckoh c KpacHoro cTannoHa. 
Panca KopmncoBa, 1914 ro^a pojKnemw, muia Ha npemicTemce 9, h noTTOMy 
mhoto cjibimana o niKOJie h 6biJia omion H3 nepBbix, kto OTKJiHKHyjicn Ha nnaKaTbi. 

B ee flOMe 6biJia moSHTejibCKaa TamieBajibHaa rpynna, h OHa oneHb xoTena y3HaTb 
Sojibine o TaHpax. OHa go chx nop c Gojibihhm yBa^KeHneM ynoMHHaeT umx cBoero 
HHCTpyKTOpa. Ha caMOM nene, OHa TaK ycnemHO nocTymuia, hto oceHbio eii 
pa3pemHJiH npHilm b mKony gnx npaKTHKH c HeSojibrnon rpynnoii HanBojiee 
TanaHTJiHBbix neTeii. OHa Morna 6m ocTaTbca TaM BOo6me, ho ee MaTb, ycjibimaB, 
hto pe6emca neooxonnMO npaKTHnecKH omaTb b mKOJiy, OTKa3anacb paecTaTbCJi c 
flonepbio. 
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When Isadora returned from a long concert tour in 1924, Schneider brought all six 
hundred children to greet her. Marching in formation and carrying the school 
banner, “A Free Spirit Can Exist Only in a Freed Body. ” they were preceded by a 
brass band playing the “International. ” Traffic stopped and the Street was flooded 
with red tunics that appeared to Isadora on her balcony like a field of red poppies. 
She cried and waved her beautiful arms at them and thereafter came to the stadium 
daily to teach them her spacious, uninhibited movements, showing them how to open 
up their arms and hands in saying aloud, “Tovarishch!” 

\\ 

Korna Aiicenopa BepHynact H3 flonroro KonuepTiioro Typa b 1924 rony, UlneHnep 
npHBea Bcex mecTBcoT ^eTeii, hto6bi nonpuBeTCTBOBaTB ee. MapniHpOBajiH b (J)opMe 
H HeCJIH TTI KOJTbHblH 6 aHHep «Cbo6oAHBIH Jg/X MO>KeT CymeCTBOBaTB TOJIBKO B 
cbo6oahom Teae», h TaioKe hm npe^niecTBOBaji ^yxoBoii opKecTp, mpaiomnii 
«HHTepHan,HOHaji». ^BHnceHHe npeKparanocB, h yjinu,a 6 tiJia 3ajiHTa KpacHbiMH 
TyHHKaMH, KOTOpbie 5IBHJIHCB Aiice,nope, HaxoA^meHCM Ha 6 ajiKOHe, noxoncne Ha 
none xpacHBix MaKOB. OHa njiaxana h Maxana hm cbohmh KpacHBBiMH pyicaMH, a 
3aTeM enceflHeBHO npnxoAHJia Ha cTa^HOH, hto6bi HaynHTb hx cbohm npocTopHbiM, 
CB 060 AHMM flBHnceHHnM, noKa3bman hm, Rax pacicpbiBaTb pyKH h roBopHTb BCJiyx, 
«ToBapHHi!» 

Almost all of the Red Stadium children were brought in trucks to the opera to 
participate in the final “International” that never sounded or looked greater as when 
danced by Isadora, with that huge mass of children bringing her special inspiration. 

\\ 

IIohth Bcex /jeTeH KpacHoro CTa^HOHa, npHBe3JiH Ha rpy30BHKax b onepy 
ynacran b <J)HHajibHOM «HHTepHaHHOHajie», KOTOpbiil HHKor^a He 3Bynaji h He 
Bbirjwflen Jiynrne, neM b TaHpax Ance^opbi, c 3toh orpoMHon Maccoii fleTeil, 
npHHoenniHx eii oco6oe B^oxHOBeHne. 

#Ejiena OedopoecKan 

This was the memorable and profoundly tragic year in which Lenin died on January 
21. The school took this as a great personal blow. Elena Fedorovskaya, the school’s 
bard, spent a sleepless night composing a poem on the death of the great leader. 

\\ 

3to 6biji He3a6biBaeMbiH h rjiy6oico TparHnecKHH ro/i, xor^a 21 nHBapn yMep JleHHH. 
3to 6bijio BoenpHiiaTo Rax jihhhbih yaap. Enena OenopoBCKaa, 6apn hikojibi, 
npoBena SeccoHHyio HOHb, coHHmra cthxh o CMepra BenHKoro JiH^epa. 

In the early fall of 1924. while Irma was abroad. Isadora choreographed Songs of the 
Revolution. These included two of Lenin’s favorites, “Zamuchen tiazheloy nevoley” 
(“Exhaustedfrom Hard Bondage ”) and “Vy zhertvoyu pall v borbe rokovy ” (“You 
Have Fallen in Fateful Struggle ”). Both had been funeral hymns for revolutionary 
heroes long before 1917. Isadora had the songs translated, and the children sang 



them for her at a music lesson. Then the dance-songs (or rather danced songs) were 
created on the spot. 

\\ 

B Hanajie ocemi 1924 r. noica HpMa 6 tma 3a rpaHHueii. AMce^opa nocTaBHJia 
«IIecHH peBoniouHii». CpenH hhx 6bijih ,gBe jiio 6 HMBie neHHHCKHe Benin: «3aMyneH 
TMJKenon HeBonen» («Exhausted from Hard Bondage») n «Bbi )KepTBOK) nann b 6010 
pOKOBOM» («You Have Fallen in Fateftd Struggle))). 06a 6bijih noxopOHHtiMH 
rnMHaMH peBOJiiomiOHHbix repoeB, 3anojiro go 1917 ro/ia. Ancenopa nepeBO^HJia 
necHH, n ne™ nenn nx Hee Ha ypoice My3biKH. 3aTeM TaHueBajibHbie necHH (hjih, 
TOHHee, TaHu,yeMbie necHH) 6 biJiH co3flaHbi Ha MecTe. 

[] Far left and right: Elena Fedorovskaya. 

Kpaime cneBa h cnpaBa: Enem OenopOBCKaa. 
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[] Left: With the workers ’ children at the Red Stadium. Holding the banner: 
Alexandra Aksenova, left, and Elizaveta Belova. Center pair: Maria Borisova and 
Natasha Nekrasova. Between them, Maria Toropchenova. Behind Nekrasova, 
Tamara Lobanovskaya. From left to right, the banners announce: “The Red Stadium 
of Trade Unions and the Young Communist League”; the school slogan, “A Free 
Spirit Can Exist Only in a Freed Body “Duncan School. ” 

\\ CneBa: c ^eTtMH paEoanx Ha KpacHOM CTa/jHOHe. ^epacaT nnaKaT: AneKcaHflpa 
AicceHOBa (cneBa) h EnroaBeTa EenoBa. E(eHTpanbHaa napa: Mapna EopHCOBa h 
HaTarna HeKpacoBa. Meac^y hhmh Map Ha ToponaeHOBa. 3a cnHHOH HeKpacoBa, 
TaMapa JloSaHOBCKaa. CneBa HanpaBO Ha naaKaTax: «KpacHbiH CTa/iHOH 
npo<j)coK)30B h KOMCOMoaa»; HiKoatHbiH ao3yHr «CBo6oflHbiH ^yx MoaceT 
cymecTBOBaia. ToabKO b cboSo^hom Teae»; « r 3,yHKaHOBCKaa HiKoaa». 



[] Below: The Isadora Duncan School at the Red Stadium, 1924. Front row, left to 
right: Kyra Khachaturova, Evgenia Ovsiannikova (behind her, May Peters), Elena 
Fedorovskaya (Elizaveta Belova), Alexandra Aksenova, Valentina Boye (Yulia 
Vashentseva), tall girl — Maria Borisova (in front of her, Elena Terentieva), Maria 
Mysovskaya (behind her, Maria Toropchenova), Tamara Lobanovskaya, (Natasha 
Nekrasova). The four small girls on the right of the front line: Lida Lozovaya, Lida 
Shishkova, Tamara Semenova, Moura Babad. The first girl on the left in the second 
row remains unidentified. 

\\ BHH3y: uiKoaa Anceflopbi ^yHKaH Ha KpacHOM CTa^HOHe, 1924 ro,n. IlepBbiH p sir, 
cneBa HanpaBo: Knpa XaaaTypOBa, EBreHHa OBcnmniKOBa (no3a,HH Hee, Mail 
IleTepc), EaeHa cDeflOpOBCKaa (EaH3aBeTa EeaoBa), AaeKcaH^pa AxceHOBa, 
BaaeHTHHa Eoile (lOana BamemjeBa), BbicoKaa ^eByimca - Mapna EopncoBa (nepe^ 
Heil EaeHa TepeHTbeBa), Mapna MbieoBCKaa (nosa^H Hee Mapna ToponaeHOBa), 
TaMapa JIo6aHOBCKaa (HaTarna HeKpacoBa). CnpaBa ot hkhkh (J)pOHTa aeTbipe 
MaaeHbKHx ,a,eBOHKH: Jln^a JIo30Baa, Jln^a IIlHHiKOBa, TaMapa CeMeHOBa, Mopa 
Ea6a,a. nepBaa fleByimca caeBa bo btopom pa/iy ocTaeTca Heono3HaHHoil. 
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[] Right: Vera Golovina, the only girl among the Red Stadium children who was 
accepted into the main school. 

\\ CnpaBa: Bepa ronoBHHa, eflHHCTBeHHaa fleBymica cpe^H fleTeii KpacHoro 
CTa/iHOHa, KOTOpaa 6tma npimaTa b ocHOBHyio niKOJiy. 
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# BapiuaenHKa 

[] For right: The finale of the “Warshavianka. ” The picture was taken in the school 
in 1927-28. 

\\ CnpaBa: (JraHaji «BapmaBaHXH». Chhmok c^ejiaH b uiKOJie b 1927-28 ro^ax. 



The two songs in memory of Lenin received the title of “Civil Requiem ’ and were 
danced as a unit. Of the other songs, first and foremost was the “Warshavianka, ’’ 
dedicated to the victims of “Bloody Sunday, ’’January 9, 1905 (Old Style). It has now 
been definitely established, both through the contemporary press and through 
Isadora’s letters to Gordon Craig from Petersburg, that she arrived there (and for 
the second, not the first time as she tried to make out in My Life) just eleven days 
after “Bloody Sunday. ” Probably she heard many descriptions of that massacre of 
innocent people from the Russian intelligentsia. Obviously they left a deep impression 
on her, for twenty years later she was now dedicating this “Warshavianka ” to these 
heroes. 

\\ 

,II,Be necHH b naivMTb o JlemiHe nojiynujiH Ha3Bamie «r pa>x,naHCXHH peKBHeM» h 
TaHu,eBajiHCb Kaic e/pmoe u,enoe. H3 flpyrnx neceH b nepByio onepeflb 6bma 
«BapmaBaHKa», nocBameHHaa >xepTBaM «KpOBaBoro BOCxpeceHba» 9 aHBapa 1905 
ro/ia (no CTapOMy cthjiio). B HacTO^mee Bpeivni onpeflejieHHO ycTaHOBJieHO, xax b 
coBpeMeHHon npecce, Tax n b nucbMax Ance^opbi TopAOHy Kpenry H3 IleTepOypra, 
hto OHa npnObuia Tyna (y>xe bo BTOpon, a He b nepBbiil pa3, xax OHa nbiTanacb 
pasoopaTbca b Kinire «Moa >xh3hb») Bcero oaHiinanuaTb ^Hen cnycra «KpOBaBoro 
BOCxpeceHba». Bepojrrao, OHa cjibimajia MHoro omicaHnn 3toh pe3HH HeBHHHbix 
jiKD^en H3 pyccxon HHTejiJinreHmin. OneBn^HO, ohh npon3Bejin Ha Hee rnyOoxoe 
BnenaTJieHHe: ^Ba/maTb jieT cnycra OHa nocBamria «BapmaB^Hxy» 3thm repojiM. 

In the beginning of the dance one girl ran out and fell; the next one ran out and 
seized the banner from her hands; then girls came on in two’s and three’s, and the 
tempo increased crescendo until all fell. The leader (when Irma returned, she danced 
this role) would rise first, crawl to the banner (there were no actual props), and 








stretch her body to its full height as a symbol of the eternal life of the Revolution. 

Then all the other girls rose, too. 

\\ 

B Hanajie TaHu,a o^Ha fleBymxa BbiOerana h na/iana; cneflyiomafl BbiSerana h xBaTana 
3HaMa H3 ee pyx; 3aTeM fleBymxH npHxoflHJiH no ^Ba n no Tpn, a TeMn yBennnuBanca 
KpemeH^o, noxa Bee He na^ann. Jln^ep (xor/ia HpMa BepHynacb, OHa TaHu,eBana 3Ty 
ponb) BCTaBana nepBon, noflnoji3ana k 3HaMeHH ((JmxTHHecxHx peKBH3HTOB He 
6bijio), n BbiTarnBana CBoe Teno Ha nojiHyio BbicoTy, xax chmboji BenHoii 5kh3hh 
PeBomomiii. IIotom Bee ocTajibHbie ^eByniKH TO)xe BCTaBajiH. 

This was the best of all the dance-songs, having invariably enormous success. But the 
rest, in a lighter vein, were very charming and rhythmically catching: “We are smiths 
of our own happiness, ’’ a song of the young Pioneers [like Girl Scouts], and 
particularly “One, Two, Three, We Are Pioneers, ’’ in which Doda Ozhegova, very 
small of stature, was particularly charming as she intoned the jolly refrain. 

\\ 

3to 6bina Jiynuiaa H3 Bcex TamjeBajibHbix neceH, HMeBHiaa Heii3MeHHO orpOMHbiii 
ycnex. Ho ocTajibHbie, b 6onee nerxoM xmone, Tax >xe 6bijih oneHb o6aaTenbHbi h 
pHTMHHHbi: «Mbi - xy3Heubi Hamero coOcTBeHHoro cnacTba», necHa mojioabix 
miOHepOB (HanpHMep, «,H,eBOHex-cxayTOB»), h, oco6eHHO, «Pa3, flBa, Tpn, mbi 
miOHepbi», b xoTOpoii ,3,0/ia 0>xeroBa, oneHb MajieHbxoro pocTa, 6bma ocoOeHHO 
onapOBaTejibHa, xor/ia OHa npoH3HOCHJia Becejibin pecj)peH. 
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[] Below: “The Volga Boatmen ’’ choreographed by Isadora in 1924. Irma is at the 
left. 

\\ BHH3y: «EypjiaxH Ha Bonre», xopeorpacfma Anceflopbi b 1924 ropy. HpMa cjieBa. 



[] Far right: The pupils just before their deporture for China. The girls are in 
uniform, though some are wearing their winter coats while, others are dressed fo 
spring. Ilya Schneider is with them. Front row of girls, left to right: Maria 
Mysovskaya, Lily Diakovskaya, Tamara Semenova, Elena Terentieva, Tamara 



Lobanevskaya, Maria Borisova, Alexandra Aksenova. Second row: Valeniiria Boye, 
Elizaveta Belova, Doda Ozhegova, Yulia Vashentseva, Maria Toropchenova. 
WKpaiiHe npaBoe: YneHHKH, HenocpeflCTBeHHO, nepe^ OTBe3flOM b KarraM. /TeBy ni KH 
b (J)opMe, xoiai HeKOTopBie o^eTBi b 3HMHne najiBTO, Apyrne o^eTBi no-BeceHHeMy. 
Hjiba niHeH^ep c hhmh. IlepBBiH pBfl ^eBymeK, cneBa HanpaBo: Mapmi MbicoBCKaa, 
JIhjiha ,H,HKOBCKaa, TaMapa CeMeHOBa, EneHa TepeHTBeBa, TaMapa JIo6aHeBCKaa, 
MapH^ EopncoBa, AaeKcaH^pa AicceHOBa. Btopoh pa^: BajieHCH^ Eoiie, EjiH3aBeTa 
EeaoBa, flo^a CbiceroBa, lOjimi BameHueBa, MapiM ToponneHOBa. 



On September 27 and 28, 1924, Songs of the Revolution was first performed in its 
entirety at the Kamerny Theatre, Moscow, in Isadora’s last set of concerts there. The 
program included Songs of the Irish Revolution, danced in the form of an Irish jig by 
a large group holding green branches in their hands; Songs of the French 
Revolution, represented by the “Carmagnole” sung by the pupils in perfect French; 
Songs at tho Russian Revolution came last. 

\\ 

27 h 28 ceirraSpfl 1924 ro^a, «IIecHH peBOJiiOHHH» BnepBBie npo3BynajiH b iiojihom 
oEteMe b KaMepHOM TeaTpe b Mockbc, Ha nocjieflHeM KOHHepTe AMceflopBi. 
nporpaMMa BKjnonajia b ce6a «IIecHH Hp ji aH,n ckoh peBOJHOHHH», CTaHpoBaHHyio b 
< j)opMe HpjiaHflCKoii fl)KHrH 6 ojibhioh rpynnoii, c 3ejieHBiMH BeTKaMH b pyicax; 
«riecHH cDpaHH,y3CKOH peBOJHOHHH», npeACTaBJieHHBie «KapMaHBOJiOH» b 
H cnojiHeHHH yneHHKOB Ha coBepmeHHOM <j)paHH,y3CKOM «3BiKe; «IIecHH pyccKOH 
peBOJHOHHH» 6BIJIH nOCJie^HHMH. 

The concert had a tremendous success. All the audience rose in surprise as a poet, 
Zubkov—who was commissioned to write a poem for the occasion—asked from the 
stage in verse: “Who are the children of the Future? ” And the children from the 


school and the Red Stadium, suddenly flooding all the aisles, replied, We!” and 
mounted the stage. A storm of applause greeted them, and many spectators were 
moved to tears. 

\\ 

KoHiiepT HMen orpOMHbra ycnex. Bee 3pHTenn yzpiBHJiHCb, Kor^a no3T 3y6KOB, 
KOTOpOMy nopyHHUH HanncaTB CTHxoTBOpetme no 3TOMy cnynaio, enpoenn co 
ciieHbi b cTHxax: «Kto acth 6ynymero?» H flera H3 niKOJibi n KpacHoro CTa^noHa, 
BHe3anHO 3aTonnB Bee npoxoflbi, OTBeTHJi: «Mbi!» n noflmuiHCb Ha cneHy. BypHbie 
anjioflncMeHTbi npnBeTCTBOBajin nx, n MHorne 3pnTejin 6biJin TpOHyrbi ro cne3. 

Among other songs choreographed by Isadora was “Dubinushka, ” (“The Volga 
Boatmen ”), which also came to be very popular. Irma herself added several dance- 
songs to the suite, and in 1930 Maria Borisova choreographed the “Red Army Song” 
to a scenario by Ilya Schneider. 

\\ 

Cpefln npyrux neceH, nocTaBJieHHbix AiicenopOM, 6biJia «AyonnyuiKa», KOTopaa 
Taioice CTana oneHb nonyjMpHon. CaMa HpMa ,zio6aBHJia HecKOJibKO TaHpeBajibHbix 
neceH b cionTy, n b 1930 ro^y Map™ BopncoBa nocTaBHJia «IIecHK> KpacHon 
ApMHH» no cneHapnio Hjibh IIlHeHAepa. 

Isadora’s final concert at the Bolshoi Theatre was also a veritable triumph, But so, 
as a matter of fact, had been that summer with its achievements of free lessons for 
hundreds of children, starting pale and feeble but emerging—after only a couple of 
months — healthy, strong, and graceful. The Isadora Duncan Moscow School had 
approached Isadora’s initial goal to the highest degree. 

\\ 

riocjieflHHH KOHpepT Anceflopbi b EonbinoM TeaTpe TaioKe 6 biji nacTOJiuiHM 
TpnyM(J)OM. Ho, no cym, sto 6bijio TeM neTOM, xor^a OHa ^oOnjiacb SecnnaTHbix 
ypOKOB j \ j \% coTeH ^eTen, nannnaB Tn nx Sne^HbiMH n cnaSbiMH, ho noflBHBHiHXCfl - 
Bcero nepe3 napy MecaneB - 3^opoBbiMH, cnjibHbiMH n rpanno3HbiMH. MocKOBCKaa 
niKOJia Ance^opbi /JymcaH ^ocTHrna HanajibHon nenn Ance^opbi b Bbicmen 
CTeneHH. 

# IOjiuh Bamenijeea 

She soon left for Berlin, promising to return in the near future. She did return—the 
next day—her plane having undergone a forced landing. The children had already 
been put to bed, recalls Yulia Vashentseva, when the door of the “Chinese” 
dormitory opened suddenly, and in came Isadora! 

\\ 

BcKOpe OHa yexana b EepjiHH, nooSeipaB BepHyrbCfl b 6jiH5KainHee BpeMH. OHa 
BepHyjiacb - Ha cneflyiomHH ^eHb - ee caMOJieT no^Beprcfl Bbray>K,neHHOH noca^Ke. 
/JeTeii y>ice yjio)KHJiH cnaTb, BcnoMHHaeT IOjiha BameHueBa, xor^a ^Bepb 
«KHTaiicKoro» oOihokhthji neo/KHHanno oTKpbmacb, h npHinna Aiicenopa! 
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“We children jumped out of our beds, running to her in our night clothes. We 
surrounded Isadora, stretching out our arms, lovingly touching her clothes. She 
embraced us, several at a time, and laughed and cried, saying as usual, ‘My children, 
my children. ” 

\\ 

«Mh, fleTH, BBinpbirHyjiH 113 HaniHx KpOBaTeM h no6e)KajiH k Hell b HameM hohhoh 
OAOKA e. Mbi OKpy>KHJiH AMce^opy, nporariiBaa HaniH pyKH, c jiioSobbio KacaacB ee 
OAexcABi. OHa o6muia Hac no hcckojibko pa3, CMeanacB n nnaKana, Kaic oSbihho, 
roBOp^: «Mon Aera, moh agth». 

Isadora’s voice still rings in Yulia Vashentseva’s ears because, quieting them down 
and sitting on a tiny bed, petting and embracing them, looking her most beautiful, she 
said in a mixture of languages that was perfectly understood by the girls: “When you 
grow up, I shall tell you all about my life. ’’ 

And that was the last they ever saw of her. 

\\ 

ronoc AnceAOpBi ao chx nop 3BynnT b yrnax IOjihh BameHneBon, noTOMy hto, 
yc no Kan Baa nx, n chaa Ha KpomenHon KpOBaTH, nacKaa n ooiinMaa nx, BBirnMA^maa 
caMon KpaciiBon, OHa CKa3ana Ha CMecn jbbikob, KOTOpBie ACByniKH npeKpacHO 
noHHMajin: «KorAa bbi BBipacTeTe, a paccicajKy BaM Bee o Moeii >kh 3 hh.» 

H 3 to 6 biji nocjieAHHH pa3, xorAa ohh bhacjih ee. 

# Tlepeoe uiKOJibnoe mypne 



B BOtMpectMht 21 m apra 


QMHB 3KCTpeHHfalH BBSQp 
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Isadora’s protracted absence brought about some changes in the school’s routine. 
There were no more funds and no immediate hope of income from Isadora’s tours. So 
in the summer of1925 the school again gave up its vacation to tour along the Volga, 
headed, of course, by Irma. At this time the posters were changed to read: “The 
Moscow Studio Named After Isadora Duncan. ” For who wanted to pay money to see 
a school performance? Now the dancers were professionals, obliged to earn enough 
to keep the school going. That neither the standards nor the principles were forsaken, 
goes without saying. The tour had a tremendous, unprecedented success, particularly 
rewarding since Isadora’s recitals along the same route a year earlier had resulted 
in a complete fiasco. 

\\ 

^jurrejibHoe OTcyTCTBHe AHce^opti npiiBe.no k HeKOTOpBiM nsMenemuiM b 
pacnopflflice hikojibi. EojiBine He 6bijio cpencTB, h He 6bijio HHKaKOH HaflOK^Bi 
nonyHHTB floxofl ot TypOB AHce^opBi. HTaK, neTOM 1925 ro/ia, niKOJia CHOBa 
0TKa3ajiacB ot KaHHKyji, hto6bi coBepuiHTB noe3AKy no Bojire, KOTOpyio B03TJiaBHJia, 
KOHenHO )Ke, HpMa. B 3to BpeMm nnaicaTBi 6bijih 3aMeHeHBi cneflyiomHM o6pa30M: 
«MocKOBCKaa CTyann HMeHH AncenopBi Ay HKan »- Kto 6bi xoTen naaTHTB aeiiBrn, 
hto6bi nocMOTpeTB imcojiBHoe npeflCTaBJieHHe? TenepB TaHuopBi 6bijih 
npo(})eccnonanaMH, KOTOpBie hoh/Kiibi 6bijih 3apa6aTBiBaTB nocTaTonno, hto6bi 
no/mepxcHBaTB uiKOJiy. To, hto hh CTannapTBi, hh npimminBi He 6bijih ocTaBJieHBi, 
caMO co6oh pa3yMeeTcm. Typ HMen orpOMHBiil, 6ecnpeHe,neHTHBiH ycnex, ocoEemio 
nojie3HBiH, nocKOJiBKy cojiBHBie KOHu,epTBi Ance^opBi no TOMy >Ke MapmpyTy, to^om 
paHee, npHBejin k nonHOMy npOBany. 
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[] Below: From a Chines, program of1927: Tamara Lobanovskaya, Valentina Boye, 
Alexandra Aksenova, Elixaveta Belova. 

\\ BHH3y: H 3 KHTafl, nporpaMMa 1927 ro/ia: TaMapa JIoEaHOBCKaa, BajieHTHHa Bone, 
AjieKcaHflpa AxceHOBa, EjiH3aBeTa BejiOBa. 



[] Far right: Cover of the program used after the tour to China. Irma is shown with 
her pupils. The quotation from Lunacharsky states: “The State Moscow Duncan 
Studio, just returned from a tour of revolutionary China that had exceptional success 
and great significance, is one of the most valuable and interesting artistic institutions 
in the U.S.S.R. ” 

\\ CnpaBa: o6jio>KKa nporpaMMti, ncnojib3yeMon nocne Typa b KnTan. HpMy 
noKa3tiBaiOT co cbohmh yneHnicaMH. B miTaTe JlyHanapCKnn roBOpHTca: 

«FocyzjapcTBemiaa MOCKOBCKaa CTyzpra ^yiiKan, tojibko hto BepnyBiaaaca H3 Typa 
no peBOJiiomiOHHOMy KnTaio, KOTOpbin HMen HCKjnoHHTejibHbin ycnex n 6ojibinoe 
3HaneHne, aBJiaeTca oahhm H3 caMbix ijeHHbix n HHTepecHbix xy/iojKecTBeHHbix 
3aBeAeHHH b CCCP». 



CEOPHHK 0T3bl808 riEMATM O BhlCTyrmEHMflX 

HP/nbi avhkhh 

h rocyA. Mockoh. CTyflMM AVHKAH 


JfHMAM him no NKHWIWI m iui|n m poMHOymaaiiay Karo*. onrou. * mmann 
ican * 6«i»oi»r luwif »u«rtca m muin ■ ti<prr«r»i*»i nionf-ftomiiui xpwiriii k fCip 

h y m npoci-ki'Hk, pc*eP A jjha'Ukknh toy < n Wj 


That first school tour had been far from easy to organize. At that time there were no 
special concert organizations that now have whole seasons planned and billed in 
advance all over the Soviet Union. On this occasion Schneider had to send an 
advance man to each town, preparing living quarters (most often in school buildings 
unoccupied for the summer) and scouting for possible audience interest. The latter 
was boosted upon arrival by a very impressive procedure. The boat (chartered free, 
thanks to Podvoysky) would moor at one of the modest Volga wharfs. Then the entire 
school, dressed in red tunics, carrying their traditional banner, “A Free Spirit Can 
Exist Only In a Freed Body, ” and accompanied by a tattoo beaten out by a small 
drum, marched in formation through the streets of the city, large or small, to their 
appointed quarters. This usually roused considerable interest and resulted in good 
box office. Some people, of course, reading the word “school” on the banner and 
seeing no artists or circus, but only marching youngsters, lost interest. But there were 
many who wanted to come. 

\\ 











3to nepBoe niKOJitHoe TypHe 6bijio Henerico opraHH30BaTb. B to BpeMn He 6bijio 
cneHHajibHbix KOHpepTHbix opraHH3auHH, KOTOpbie 6bi njiaHHpoBajiH h BbiCTaBjnuiH 
cneTa 3apaHee, no BceMy CoBeTCKOMy Coi03y. B 3tom cjiynae, LLlHeiBiep ^oiDKeH 
6biJi nocjiaTb b KajK^bin ropo,n 3apaHee no,nroTOBJieHHoro nejiOBeKa, roTOBHBmero 
>KHJibie noMememni (name Bcero, b HiKOJibHbix 3^aHH5ix, He 3amiTbix Ha neTo), h 
pa3bicKHBaBHiero MecTa b njiaHe bo3mo5khoto HHTepeca ayzprropHH. nocjieflHee 
6biJio ycHJieHO no npnSbiTHH, oneHb BnenaTjnnomeH npoueAypOH. JIoflKa 
(3a(J)paxTOBaHHaa SecnjiaTHO, 6jiaro,ziapfl IIoABOHCKOMy) HiBapTOBajiacb y o^hoto H3 
CKpOMHbix npnnajiOB Bojith. 3aTeM bch nixona, ofleTan b KpacHbie TyHHKH, c 
TpaflHH,HOHHbIM 3HaMeHeM «Cbo6oAHBIH flyx MO)KeT CymeCTBOBaTb TOJIbKO B 
cbo6oahom Tejie», h b conpOBO)KAeHHH 60a, bbiShtoto HeSojibHiHM 6apa6aHOM, nuia 
MaprneM no yjinuaM ropo^a, Bojibihhm hjih MajieHbKHM, b Ha3HaneHHbie hm 
noMemeHHJi. 3to oBbihho Bbi3biBano 3HanHTejibHbiH HHTepec, h npHBOflHJio k 
xopomen xacce. HeKOTOpbie jiio,hh, kohchho, HHTan cjiobo «niKona» Ha SaHHepe h He 
BHflfl apTHCTOB HJIH HHpKa, a TOJIbKO MapIHHpyiOmHX MOJIOflbIX JHOfleH, TepUJIH 
HHTepec. Ho 6brao mhoto )KejiaiomHx npniiTH Ha npeflCTaBJieHHe. 

The Volga tour ended in Astrakhan, where the group was happy to see Stanislavski, 
who was taking a cruise. Schneider then decided to prolong the route, extending it to 
Baku and Tiflis. So on they went, and their triumphs were overwhelming. Baku 
especially “took” to the girls and, following a recital for oil workers, the trade union 
ruled that ten girls from Baku should be sent to study at the Moscow Duncan School, 
eventually to become instructors for Azerbaijan children. Somehow they never 
arrived, though the school was ready to have them. 

\\ 

Typ no Bojire 3aBepniHJicn b AcTpaxaHH, r^e rpynna 6biJia pa^a BH^eTb 
CTaHHCJiaBCKoro, KOTOpbiii oTnpaBjnmcn b Kpyro. 3aTeM IIlHeiiflep peuiHJi 
npoflOJHKHTb MapmpyT, npoflJHiB ero po Eaxy h TncfiJiHca. Tax npoflOJHKajiocb 
mecTBHe, h hx no6eABi 6bijih omejiOMJHHomHMH. Eaxy ocoBemio «npHHHMaji» 
^eBoneK, h nocjie KOHuepTa piw He(J)THHHKOB, npocf)coi03 nocTaHOBHJi, hto ^eciiTb 
fleBoneK H3 Baxy aojokhm 6bitb OTnpaBJieHbi yHHTbcn b MOCKOBCKyio niKOJiy 
^yHKaH, HTOObi b KonennoM HTore, cTaTb HHCTpyKTOpaMH jijih a3epoa h a>Kanc k 11 x 
^eTeii. KaKHM-TO o6pa30M ohh Tax h He nouBHJiHCb, xoth niKOJia 6biJia roTOBa 
npHHUTb IIX. 

It is important to realize that none of the tours was designed solely to earn the 
wherewithal on which the school depended. Propaganda for the lofty ideals set 
before them by Isadora was carried out on all possible occasions. All the concerts 
and demonstrations were preceded by Schneider’s lecture on Isadora Duncan and 
what the school- studio stood for. 

\\ 

Ba>KHO noHHMaTb, hto hh o^hh H3 TypOB He 6biji npe,HHa3HaHeH HCKJiioHHTejibHO 
toto, HTO&bi 3apa6oTaTb cpe^cTBa, ot KOTopbix 3aBHcejia niKona. nponaraH^a 3 a 
BbicoKne H^eanbi, nocTaBJieHHbie nepe^ hhmh AnceflOpOH, npOBOAHJiacb bo Bcex 
B03M0)KHbix cjiynanx. BceM KOHuepTaM h fleMOHCTpau,HHM npeflinecTBOBajia jickhkh 
IIlHeHflepa 06 Aiicenope Ay HK 'aii h o tom, 3 a hto cTomia uiKOHbnaa cTynnn. 



The year 1927 was an eventful one. After the group returned from China, [24] the 
school underwent many painful organizational troubles. Then, while the girls were in 
the Don Basin, they heard the dreadful news of Isadora’s tragic death. 

\\ 

1927 rofl 6liji HacbimeHHbiM. riocne Toro, Kaic rpynna BepHyjiacb H3 KHTan,[24] 
niKOJia nepemuia MHoro 6ojie3HeHHbix opraHH3au,noHHbix npo6neM. 3aTeM, noxa 
^eByniKH Sbijih b SacceiiHe floHa, ohh ycubimajiH y>xacHbie hobocth o TparHnecxoH 
CMepTH AiiceAopbi. 

# Bunmop Aueum 

The obituary published in Izvestia two days later was signed by ballet critic Victor 
Iving. Somewhat playing her down as a dancer, he wrote that, “She deliberately 
restricted the dancer’s role to a mere interpretation of music” and emphasized the 
“greater social role of her educational plans. Isadora lived throughout her life with 
the beautiful dream of creating a new harmonious Man through special upbringing. ” 
\\ 

OnySjiHKOBaHHbiil nepe3 ABa aha b «H3BecTHnx» Hexponor, noflimcan SaneTHbiH 
KpHTHK Bhktop AiiBHHr. HecKOJibKO OTbirpbmaa ee xax TaHu,OBm,Hi;y, oh nncaji: 
«OHa HaMepeHHO orpaHHHHBajia poab TaHpoBHiHHbi npocToii HHTepnpeTapHeH 
My3biKH» h noflnepKHBana «6ojibmyio coHHajibHyio pojib ee o6pa30BaTeabHbix 
nnaHOB». AMce^opa bcio cboio 5xh3hb >xHJia npexpacHoii mchtoh o co3flaHHH HOBoro 
rapMOHHHHoro HenoBexa nepe3 oco6oe BoenHTaHHe». 
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Iving went on to describe the story of the formation of the school and, mentioning 
that only forty children could be taken because of the hardships of the period, 
concluded: “Duncan was not interested in the idea of creating artists out of children, 
however remarkable they were. She wanted to raise an entire generation in an 
atmosphere of beauty from the child’s first conscious steps, implanting in it a feeling 
of rhythm and understanding of beauty, thus reinstating nature’s own rights and 
bringing art closer to life. ”[25] 

\\ 

/Jajiee AiiBHHr onircan HCTopnio co3flaHHn hixohbi h, ynoMUHyB, hto H3-3a 
TpyuHOCTeii 3Toro nepno^a, mojxho 6bijio b3htb tojibxo copox AeTeii, 3axjnoHHJi: 
«AynKan He HHTepecoBajia linen coananmi apracTOB H3 neTeii, xaxHMH 6bi 
3aMeHaTejibHbiMH ohh hh 6bijih. OHa xoTejia BocnHTaTb uejioe noxojieHHe b 
aTMoeijiepe xpacoTbi c nepBbix co3HaTejibHbix rnaroB peSeHxa, npHBHB eMy nyBCTBO 
pHTMa h noHHMaHHn xpacoTbi, TaxHM o6pa30M BOCCTaHaBJiHBaa co6cTBeHHbie npaBa 
npnpoAbi h npH6jiH5xaa ncxyccTBO x >xh3hh ».[25] 

That such a staunch supporter of the classical ballet as Iving should penetrate the 
very essence of Isadora’s credo bespeaks the very serious attitude toward her art 
shown by all Russian critics and art lovers as a whole, who deeply mourned the great 
dancer’s demise. 

\\ 



To, hto TaKOH BepHbiii CTOpOHHHK KJiaccHaecKoro 6aneTa KaK Ahbhht AOJiaceH 
npOHHKHyTB b caMyio cyrt KpeAO AHce^opbi, roBOpHT o tom, hto oneHb cepbe3Hoe 
OTHometme k ee ncicyccTBy npoaBJiaioT Bee pyccKne kphthkh h jnoSjrrejiJi 
HCKyccTBa b penoM, KOTOpbie rjiy6oKO oruiaKHBajiH KOHHHHy BejiHKOH TamjOBmmjbL 

A commemorative commission was formed immediately. For various reasons, the 
actual memorial evening did not take place until a year later, marking the first 
anniversary of her death. On October 1, 1928, the well-known art scholars Professor 
Pavel Novitsky and Professor (now Fellow of the Academy of Sciences of the USSR) 
Alexei Sidorov spoke on her significance to the general development of dance. 

\\ 

MeMOpnajibHafl komhccim 6biJia ccf)opMHpOBaHa HeMeflJieHHO. IIo pa3HbiM npnanHaM 
(J)aKTHHecKHH Beaep naMOTH cocToajica tojibko aepe3 toa, b necTb nepBoii 
roAOBm,HHbi ee CMepTH. 1 oicra6pfl 1928 ro^a H3BecTHbie HCKyecTBOBeABi - 
npoc|)eccop IlaBeji Hobmukiih h npo(j)eccop (Hbme naen AKaaeMHH HayK CCCP) 
AneKceM Chaopob paccKa3aaH o ee 3HaneHHH aj ia oSipero pa3BHTna TaHpa. 
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[] Below: Schubert’s “March. ” Alexandra Aksenova, Maria Mysovskaya, Tamara 
Lobanovskaya, Elena Terentieva, Maria Toropchenova, Valentina Boye. 

\\ BHH3y: «Mapm» LLIy6epTa. AaeKcanapa AKceHOBa, Mapna MbieoBCKaa, TaMapa 
Jlo6aHOBCKaa, EneHa TepeHTbeBa, Mapna ToponaeHOBa, BaaeimiHa EoMe. 



Following a brief newsreel, “Isadora Duncan’s Last Days in Nice, ” the Moscow 
school with Irma at its head performed Isadora’s dances. Iving praised Irma for her 
dancing of the last movement of Tchaikovsky’s “Sixth Symphony, ” saying: “In the 
tragic adagio Irma Duncan created almost a replica of Isadora in the sense of mime. 
Irma Duncan’s mime is more expressive and stronger than that of Isadora and, 
especially, it is free from that slightly sentimental emotion that at times was resorted 
to by Isadora. ” Iving added that the very best items danced by the students were the 
Schubert pieces: the “Unfinished Symphony, ” the “Waltzes, ” and the “Ecossaise, ” 
all “choreographed with the idea of presenting external youthful charm and lightness 
in the movement of a young, slim body seen to its best advantage. ’’[26] 


\\ 




Ilocjie KOpOTKOH KHHOxpOHHKH «IIocjie,HHHe flHH Aiiceflopbi AyHKan B I lHLme», 
MocKOBCKaa niKOJia c HpMoii bo ruaBe HcnojiHHJia TaHiiti AHceflOpbi. Ahbhht 
noxBaaHJi HpMy 3a ee TaHeu nocne^Heii nacTH «IIIecTOH chmcJ)ohhh» HaiiKOBCKoro, 
CKa3aB: «B TparnnecKOM ana/Kno HpMa AynKan cosaaaa noHTii Tonnyio xonmo 
Anceflopbi, b CMBicne mhmhkh. Mhm HpMti AynKan HBjraeTCH 6ojiee 
Bbipa3HTejitHbiM h 6onee cHJibHbiM, neM y Anceflopbi, h, ocoSeHHO, oh cBo6o,neH ot 
Tex cjierKa ceHTHMeHTanbHbix smohhh, k KOTOpbiM HHor^a npHOerana AiiceAOpa». 
AHBHHT flo6aBHJI, HTO CaMbIMH JiyHHIHMH BeipaMH, npeACTaBJieHHbIMH TaHpyiOmHMH 
yneHHKaMH, 6biJiH nbecw LLIyoepTa: «He3aKOiTiennaa chm(J)oihhi», «BajibCbi» h 
«3K0ceccH^» - Bee ohh «nocTaBJieHbi c H^eeii npe,ncTaBJieHHfl BHeniHero 
K)HomecKoro onapoBamni h nericocTH b flBHJKeHHH mojioaoto, cTpoiiHoro Tejia, 
3aMeneHHoro b ero nynmeM npeHMymecTBe».[26] 

In a small item published in its “Chronicle of Events ” section, Izvestia of the same 
date in. formed its readers that the “Studio Named After Isadora Duncan ” was 
leaving, with the permission of Glaviskusstvo (the state organization in charge of the 
arts), on a tour of America. 

\\ 

B He6ojibHiOM MaTepHajie, onySjiHKOBaHHOM b pa3flene «XpOHHKa co6bithh», 
«H3BeCTHfl», B Ty )Ke paTy, B CBOeM H3,HaHHH C 006 niHJIH CBOHM HHTaTeJWM O TOM, 

hto «Cvyj\v[n HMeHH Hcaaopbi Ay iIKan » noKnnaeT cTpaHy, c paapeuiemiJi 
TiiaBHCKyccTBa (rocynapcTBeHHOH opraHH3auHH, oTBenaiomeH 3a HCKyccTBo), b Typ 
no AMepHKe. 

The important matter to note here is the new name of the school. Protracted absence 
of the main performing group, of Irma and of Schneider, lack ofproper order at 
Prechistenka 20 while they were away, and Isadora’s death all attracted attention to 
the school. Soon a whole avalanche of commissions was trying to decide what to do 
with it. Since it was an altogether unusual phenomenon, the question arose: Who 
should supervise it? Under whose jurisdiction should it fall—the Glavprofobr (chief 
administration for occupational education) or the Glavnauka (the one for scientific 
education)? The latter prevailed for a while, and Schneider suddenly found himself 
appointed dean of an Institute, with students who had not completed the requisite 
course of intermediate school. So the next move was to deem it an ordinary school. 
But this was when the real trouble began. No one could understand that it was an 
institution of artistic education. The Isadora Duncan School was to be like any other 
in Moscow. No more concerts, no more performing groups. A new director was 
appointed, while Irma’s positition was to be reduced from artistic director to 
ordinary instructor. 

\\ 

3^ecb Ba>KHO otmcthtb HOBoe Ha3BaHne hikojibi. AAHTeJibHoe OTcyTCTBHe rnaBHOH 
HcnojiHHTeabCKOH rpynnbi, HpMbi h niHeH^epa, OTcyTCTBHe HaftnaKamero nop^mica 
Ha npenHCTemce 20, noica ohh OTcyTCTBOBann, h CMepTb Ance^opbi - Bee 3to 
npHBJieKJio BHHMaHHe k HiKOJie. BcKope uejiaa jiaBHHa komhcchh nbiTanacb peniHTb, 
HTO C 3THM ^eJiaTb. IIoCKOJIbKy 3TO 6bIJIO COBepHieHHO HeoSbIHHOe ^BJieHHe, B03HHK 
Bonpoc: kto AOJHKeH ero KOHTpojinpoBaTb? IIo,zi Hbeii lopHc^HKHneH oh ^oiDKeH 
HaxoAHTbCfl - rnaBnpo(j)o6p (riiaBHoe ynpaBJieHHe no npocf)eccHOHajibHOMy 
o6pa30BaHHio) hjih TiiaBHayKa (no HaynHOMy o6pa30BaHHK>)? IIocjieAHee HexoTOpoe 



BpeMfl npeo6na/iajio, h IIlHeiiflep BHe3anH0 0Ka3anca Ha3HaneHHBiM ^eicaHOM 
HHCTHTyTa CO CTyneHTaMH, KOTOpBie He 3aKOHHHJIH IieOOXO/IHMBIH KypC cpeanen 
hikojibi. TaKHM o6pa30M, caeAyiomiiH mar AOJDKeH 6biji cwraTB 3to o6bihhoh 
ihkojioh. Ho Tor,aa HanajiHCB HacToamne HenpHaTHOCTH. Hhkto He Mor nomiTB, hto 
3to 6biji HHCTHTyT xyaoacecTBeHHoro oopasoBanna. IIlKOJia AnceflOpBi ^yiiKan 
flOJDKHa 6BiJia 6bitb Rax jno6aa ^pyraa b MocKBe. HeT 6ojiBHie KOHHepTOB, SojiBine 
HeT BBicTynaiOHiHx rpynn. Bbiji Ha3HaneH hobbih ^upeKTOp, a aojdkhoctb HpMti 
AOJDKHa 6BiJia 6 bitb yMeHBmeHa c xy^O)KecTBeHHoro pyKOBOflHTejia ^o oSBiHHoro 
HHCTpyKTOpa. 
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[] Right: Daily gymnastics, posed by Elena Fedorovskaya. 

\\ CnpaBa: E)KeAHeBHaa rHMHacTHKa Ejichbi (Ee^opoBCKOH. 
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[] “Labor. ” Maria Toropchenova, Alexandra Aksenova, Valentina Boye, Elena 
Terentieva. 

\\ «Tpy^». Mapmt ToponneHOBa, AxteKcaH^pa AKceHOBa, BaneHTHHa Eoiie, Extern 
TepeHTteBa. 



Then Schneider pulled a tremendous coup de theatre. The girls, having by this time 
completed the seven-year course of elementary education, were graduated as the first 
instructors trained by the school. Then he signed up with Posredrabis (known as 
rabis [art workersJ), an organization uniting all variety artists, traveling ballet 
companies, musicians, and other free-lance performers. On June 2, 1928, he 
registered the principal group of former pupils under the name of “The Moscow 
Ensemble-Studio Named After Isadora Duncan. ”[27] 

\\ 

3aTeM LLIneHxiep coBepuiHJi rpauxtHoaiiLiit tojihok TeaTpa. AeBOHKM, aaKOinniB k 
3TOMy BpeMeHH ceMHiteTHHH Kypc HanantHoro o6pa30Bamni, 6bixih BbinymeHbi b 
KanecTBe nepBbix HHCTpyKTOpOB, no/iroTOBJieHHbix b uiKOite. 3aTeM oh BCTynHit b 
nOCPE^PAEHC (H3BecTHyio icaic PAEHC [Copa6nc, c 1924 ro^a Bcepa6nc]), 
opraHH3au,HK), o6be,zpnnnoiH;yK) Bcex apTHCTOB 3CTpa/ibi, racTpoiiHpyiomHe 
SaxteTHbie Tpynnbi, My3biKaHTOB h npyrux BHeuiTaTHbix HcnojiHHTexteH. 2 mioihi 
1928 ro^a oh 3aperHCTpHpOBaxt ocHOBHyio rpynny SbiBinux yneHHKOB no^ 
H33BaHHeM «Mockobckhh aHcaMGxtb-CTyzpifl HMeHH Anceflopbi ,Z],yHKaH».[27] 





Irma remained as artistic director, while Schneider was the director in charge of 
management. But her work in this capacity was extremely short-lived, for she and the 
eleven girls chosen to go on the American tour were busy rehearsing. The Isadora 
Duncan Studio remained in the United States and Canada from December 10, 1928, 
to January 24, 1930. In that period, the girls from the studio appeared in seventy- 
eight cities, giving 456 concerts. Irma Duncan has described that tour in detail in her 
autobiography, but she has not given the full names of the girls who made those 
successes possible. Many of these lovely dancers are no longer living. Others have 
grandchildren older than they were when they went to America. It is time to give their 
full names: Tamara Lobanovskaya, Alexandra (Shura) Aksenova, Maria (Marussia) 
Borisova, Elizaveta (Liza) Belova, Elena (Lyola) Terentieva, Vera Golovina, Maria 
(Mania) Toropchenova, Valentina (Valia) Boye, Lily Dikovskaya, Maria (Mussia) 
Mysovskaya, and Tamara Semenova. 

\\ 

HpMa ocTanacB xyao>KecTBennbiM pyKOBO^HTeaeM, a LUnenaep 6 biji anpeKTopoM no 
ynpaBJieHHio. Ho ee pa6oTa b stom KanecTBe 6tma ape3BbiaaHHO Heaonron, 
nocKOJiticy OHa n oflHHHaapaTB aeBymeic, BbiOpaHHbix ana ynacTna b aMepntcaHCKOM 
Type, 6 bijih 3 ainiTt.i peneTHHUJiMH. CTyzpni Ailceaopbi ^ymcaH ocTaBajiact b 
C oeanHeHHbix IIlTaTax n Kamae c 10 aexaOpa 1928 roaa no 24 aHBapa 1930 roaa. 

B 3tot nepnoa aeByniKH H3 cTyann noaBHancb b ceMHaecaTH bocbmh ropoaax, rslb 
456 KOHnepTOB. HpMa /JymcaH noapo6HO onncana stot Typ b cBoen 
aBTo6norpa(J)HH, ho OHa He aaaa noaHbix hmSh aeBymeic, KOTopbie caenaan 3 th 
ycnexn bo3mo5khbimh. MHorne H3 3 thx npeKpacHbix TaHpopoB yace HeT b acHBbix. Y 
apyrnx ecTb BHyKH cTapme, neM ohh 6bmn, Koraa ye3acaan b AMepnxy. HacTano 
BpeMa Ha3BaTb nx noaHbie HMeHa: TaMapa JIo6aHOBCKaa, AaeiccaHapa (LUypa) 
AKceHOBa, Mapna (Mapyca) BopncoBa, Enn3aBeTa (Jlroa) EeaoBa, Eaem (Jleaa) 
TepeHTbeBa, Bepa roaoBHHa, Mapna (Maroi) ToponneHOBa, BaaeHTHHa (Baaa) 

Bone, Jlnana ^HKOBCKaa, Mapna (Mycna) MbicoBcicaa, n TaMapa CeMeHOBa. 

# Mapim Eopucoea 

Maria Borisova, a strong dramatic dancer, returned to the Soviet Union after a stay 
of only six months in the United States. Together with Schneider, she invited some 
former pupils of the school and those dancers at the studio who did not go on the 
American tour to form a new group, which included Elena Fedorovskaya, Doda 
Ozhegova, Yulia Vashentseva, and others. They toured the country with great success 
under the auspices of Posredrabis and the managerial talents of Schneider. When the 
remaining ten girls returned from America, two performing groups existed for a 
while, but in time they merged into one. 

\\ 

Mapna BopncoBa, cnabHaa apaMaTHaecicaa TanpoBninpa, BepHynacb b CoBeTCKnn 
Cok) 3 nocne Bcero mecTH MecaneB npeSbiBamia b CoeaimeHHbix IIlTaTax. BMecTe 
co IIlHenaepOM OHa npnrjiacnjia b CTyzpno HexoTopbix Sbibihhx yneHnn micoabi n 
Tex TaHpopoB, KOTopbie He noexaan b aMepHKaHCKoe TypHe, ccf)opMHpOBaTb HOByio 
rpynny, b KOTOpyio Bornan EaeHa cDeaopoBCKaa, floaa OaceroBa, lOana BameHueBa 
h apyrne. Ohh c SoabiHHM ycnexoM racTpoanpOBaan no CTpaHe noa 
noKpoBHTeabCTBOM nocpeapa6Hca h ynpaBaeHaecKHx TaaaHTOB IIlHeHaepa. Koraa 



ocTaBimiecfl fleoiTb fleBymeic BepHynncb H3 AMepmcn, HeKOTOpoe BpeMa 
cymecTBOBanH ^Be rpynnti, ho co BpeMeHeM ohh cjihjihcb b o^Hy. 
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[] Below and far right: Scenes from Impressions of Modern Russia. “The Volga 
Boatmen. ” Top row: Vera Golovina, Elena Terentieva, Marie Toropchenova, 
Tamara Lobanovskaya, Alexandra Aksenova. 

Lower row: Lily Dikovskoya, Tamara Semenova, Elixaveta Belova, Maria 
Mysovskaya. 

\\ BHH3y h cnpaBa: CueHbi H3 «BneHaTJieHHH coBpeMeHHoii Pocchh». «EypjiaKH Ha 
Bonre». 

BepxHHH pa^: Bepa rojiOBHHa, EjieHa TepeHTbeBa, Mapna ToponneHOBa, TaMapa 
JIo6aHOBCKaa, AneiccaHApa AKceHOBa. 

Hhjkhhh pa^: JThjih^i ^bakobckoh, TaMapa CeMeHOBa, 3jiHKcaBeTa EejiOBa, MapHA 
MbicoBCKaa. 



The entire pre-war decade was spent by the Isadora Duncan Studio in performances 
all over the country. The artistic standards were kept very high. The girls danced 
Isadora’s compositions to excellent music, in good costumes, to lighting carried out 
with taste by their own directorship. They all worked unsparingly, often appearing in 
every item of a concert in the course of an evening. 

\\ 

Bee flOBoeHHoe ^eomiJieTHe Ebijio npoBe^eHO CTyzpieH Ance^opbi /JymcaH b 
cneKTaKJiax no Been cTpaHe. Xyflo>icecTBeHHbie cTaH^apTbi 6bijih oneHb bbicokhmh. 
^eByniKH TaHpeBajiH komho3hhhh Aiiceflopbi nofl OTJiHHHyio My3biKy, b xopouinx 


KOCTiOMax, no,zi ocBeipemie, KOTOpoe co BKycoM BbinojiHimo hx co6cTBeHHoe 
pyKOBOflCTBO. Bee ohh pa6oTanH 6e3 c6oeB, nacTO nouBJiaacb Ha KajK^OM KOHuepTe 
b TeneHHe Benepa. 
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[] Right: Maria Mysovskaya and Alexandra Aksenova. 

\\ CnpaBa - Mapna MbicoBCKaa h AjieiccaHflpa AxceHOBa. 



[] Below: Alexandra Aksenova and Tamara Lobanovskaya. 
\\ BHH3y: AjieKcaHflpa AxceHOBa h TaMapa JloSaHOBCKaa. 
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[] Opposite above: Maria Torepchenova, Elizaveta Belova, Elena Terentieva, Lily 
Dikovskaya, Maria Mysovskaya, Tamara Lobanovskaya. 

\\ HanpoTHB Bbinie: Maprni TopenneHOBa, EnimBeTa EenoBa, EneHa TepeHTteBa, 
JIhjiim ^HKOBCKaa, Mapra MbieoBCKaa, TaMapa JIobaHOBCKaa. 

[] Opposite below: Valentina Boye, Alexandra Aksenova, Tamara Lobanovskaya. 

\\ HanpoTHB BHH3y: BaneHTHHa Bone, AneKcaH^pa AicceHOBa, TaMapa JlobaHOBCKaa. 
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[] Above: Maria Mysovskaya in Medtner ’s “Impulse, ” 1937. 

\\ BBepxy: Map™ MticoBCKaa b MeTHepOBCKOM «HMnyjiBce», 1937. 



#Brtco 

After a brief interval caused by evacuation of the artists and their families in the first 
years of World War II, the studio resumed its activity in December, 1943, under the 
auspices of the VGKO, the State Concert Organization, that had long ago replaced 
the now unnecessary Posredrabis. During the war years and immediately after, the 
studio performed on numerous occasions in cities just liberated from the fascist 
invaders, in military hospitals, and at times for the army itself 
\\ 

Ilocjie HeSojiBiiioro nepeptrea, Bbi3BaHHoro 3BaKyan,HeH apTHCTOB h hx ceMeil b 
nepBbie roAH BTOpoM MHpOBoii bohhbi, CTyzpM B03o6HOBHJia cboio AeaTejiBHOCTB b 
AeicaSpe, 1943, noA arHAoil BrKO, rocyAapcTBeHHOH KoHu,epTHoil OpraHH3amiH, 
KOTOpaa a&bho 3aMeHHJia HeHyjKHoro IIocpeApaSHca. B toam bohhbi ii cpa3y nocae 
Hee, CTyAHn HeoAHOKpaTHO BbiCTynana b ropOAax, ocBo6o>KAeHHbix ot (JiauiHCTCKHx 
3axBaTHHKOB, b BoeHHBix rocmiTanax, a HHorAa h gnx caMoii apMHH. 

The year 1946 marked two important anniversaries: twenty-five years since the 
formation of the Isadora Duncan State Moscow School and twenty years since the 
founding of the studio (Schneider counts this date from the year in which the school 
first put the name “studio ” on its posters). The jubilee was actually celebrated on 
January 13, 1947, with a gala concert at the Stanislavski and Nemirovich-Danchenko 
Lyric Theatre. 




w 

1946 ro,n 03HaMeH0Banca ^ByMa BancHbiMH ro/ioBmnHaMn : ^Ba/maTB mtb aeT c 
MOMeHTa o6pa30Bamin rocyflapCTBeHHoii mockobckoh niKOJiti HMeHH AMceflOpbi 
^yHKaH h nsa/mara neT c MOMeHTa ocnoBamm CTy^HH (LLIneMnep cwraeT 3Ty naTy 
c Toro ro,na, Kor.ua niKOJia BnepBbie npHCBonna Ha3BaHHe «CTyziHn» Ha cbohx 
a(J)HHiax). lOSHJieii 6biji OTMeneH 13 nHBapn 1947 ro^a rana-KOHpepTOM b 
JlnpHnecKOM TeaTpe hm. CTaHHCJiaBCKoro h HeMHpOBHHa-/],aHHeHKO. 

Over the years Schneider had been very much concerned with the expansion of the 
studio’s repertory to make it more consonant with the times. In the 1930s he had 
asked Lev Lukin, a gifted choreographer in the “plastique ” style, to create some new 
dances using the idiom and technique preserved intact by the studio. Now Schneider 
initiated a collaboration with Vladimir Bourmeister, the Stanislavski Theatre’s 
principal choreographer. The choice was well thought-out, for Bourmeister, formerly 
of the Nina Gremina “Dramatic Ballet, ” had always showed an interest in 
“plastique. ” After working with Schneider on possible themes and carefully studying 
the dance imagery with which he could work, he choreographed several numbers: 
Rachmaninov’s “Elegy ” and “Prelude ’ and Glazunov’s “Concert Waltz, ” titled 
“Festival, ” the latter danced by the entire ensemble. Lukin made the heroic twelfth 
“Etude” of Scriabin, inspired by the dramatic abilities of Maria Borisova, and 
“Impetus ” to music by Medtner, a passionate and striking dance created on and for 
Elena Terentieva. The rest of the evening was devoted entirely to Isadora’s creations, 
opening with Schubert’s “Waltz with the Scarf ” 

\\ 

Ha npOTJDKeHHH mhothx neT IIlHeipiep 6biji oneHb oSecnoKoeH pacmiipeHHeM 
penepTyapa cTyzpiH, hto6bi c^enara ero Sonee co3BynHbiM co BpeMeHeM. B 1930-x 
ro^ax oh nonpocHJi JltBa JlyKHHa, TanaHTJiHBoro xopeorpa(J)a b crane «nnacTHKa», 
C03flaTb HecKonbKO hobbix TaHpeB, ncnonb3yn HimoMy h TexHHKy, coxpaHeHHyio b 
CTy^HH. Tenepb lIlHeH,nep Hanan coTpyuHHHecTBO c Bna^HMHpoM EypMeiicTepOM, 
rnaBHbiM xopeorpa(J)OM TeaTpa hm. CTaHHcnaBCKoro. Bbi6op 6bin xopomo 
npo^yMaH, h BypMencTep, paHee paSoTaBHiero Ha# «,H,paMaraHecKHM 6aneTOM» 
Hhhbi rpeMHHOH, Bcer.ua nponBnnn HHTepec k «nnacraKe». nopa6oTaB co 
LUHeilflepOM Ha B03MoncHbie TeMbi, h TmaTenbHO roynHB TaHpeBanbHbie o6pa3bi, c 
KOTOpbiMH oh mot paSoTaTb, oh nocTaBHn HecKonbKO HOMepoB: «3nernn» 
PaxMaHHHOBa, «npeniOAHn» h «KoHu,eprabiH Banbc» rna3yHOBa no^ Ha3BamieM 
«OecraBanb», nocneflHHH TaHu,eBan Becb aHcaM6nb. JlyKHH c^enan repOHnecKHH 
ABeHaApaTbiii «3tioa» CKpn6nHa, B/ioxHOBneHHbiH flpaMaranecKHMH 
cnocoSHOcraMH Mapnn BopHcoBoii, h «HMneTyc» Ha My3biicy MeTHepa, CTpaeraoro 
h npKoro TaHu,a, co3flaHHoro Ha h rjw EneHbi TepeHTbeBOH. OcTanbHan nacra 
Benepa 6bina nonHOCTbio nocBnipeHa TBOpnecTBy Anceflopbi, HanHHan c «Banbca c 
map(J)OM» IUySepTa. 
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[] Far right, left to right: Maria Mysovskaya, Elena Fedorovslcaya, Valentina Boye, 
Tamara Lobanovskaya, 1936. 

WKpaiiHe cnpaBa, cneBa HanpaBo: Mapnn MbicoBCKan, EneHa cpe^opOBCKan, 
BaneHTHHa Bone, TaMapa JIo6aHOBCKan, 1936. 




The climax came after the interval with the performance of Tchaikovky ’s “Sixth 
Symphony, ” revived by Elena Terentieva. Isadora had danced all of the opus; Irma 
danced the second, third, and fourth movements. This time the first movement was 
played by the orchestra under Leonid Piatigorsky, while the studio danced only the 
second and third movements. Alexandra Aksenova, the one who most resembled 
Isadora both spiritually and in amplitude of gesture, danced the lovely reverie of 
youthful love created by Isadora to the second movement. The main theme of the third 
was struggle, represented by powerful leaps and victorious runs so suited to those 
early, post-war years. This was impressively performed by the ensemble led by 
Terentieva. In the finale Aksenova stood center-stage with the other girls stretching 
their arms toward her. At the end the entire orchestra stood, applauding the Isadora 
Duncan Studio for making Tchaikovsky’s music visible. * 

* The second and third movements of the “Sixth symphony ” were danced for me 
while I was wortcing on this monograph by Mmes Terentieva. Boye, Vashentseva, 
Fedorovskaya, Golovina, and Gicheva—all had participated in the 1947 revival. The 
fourth movement was used for Zoya. 

\\ 

KyutMHHamM HacTymiJia nocne nepeptma, c ncnojiHemieM «IIIecTOH chmcJ)ohhh» 
HaincoBCKoro, B03p0)KAeHH0H EneHOH TepeHTteBOH. Ance,nopa TamieBana Becb 
onyc; HpMa TamieBana BTOpoe, TpeTbe n neTBepToe abh^kchh^. Ha 3tot pa3 nepBoe 
ABHJKemie ncnojiHHJi opicecTp no/i ynpaBJiemieM JleoHH^a ILrrnropCKoro, b to 
BpeMfl KaK CTyzpM TanneBana tojibko BTOpoe n TpeTbe nBM/Keinoi. AneKcannpa 
AKceHOBa, KOTOpaa Sojibine Bcero HanoMHHajia Ance,nopy n no jyyxy, n no 
aMnnnTy^e )KecTa, TaHneBana npeKpacHyK) 3a/iyMHHBOCTb lOHomecKon jiio6bh, 
C03flaHHyK) Ance^opOH, bo btopom ABn^KeHnn. rnaBHon TeMon TpeTben 6braa 
6opb6a, npeACTaBJieHHaa MoniHbiMH npbDKKaMH n noSe^HbiMH npoSemcaMH, ctojib 
no/jxo/iaiuHMH ajm Tex nepBbix, nocneBoeHHbix neT. 3to 6bijio BnenaTinnome 



iicnonHeHO aHcaM6neM nop pyKOBOACTBOM TepeHTBeBOH. B cf)HHajie AicceHOBa 
CToana b ueHTpe BHHMaHHa, ppyrne peByimcH npOTarHBanH k Hen pyKH. B KOHue 
KOHU.OB, Beet opKecTp BCTan, amiOAHpya CTypHH Ancepopbi ^yHKaH 3a to, hto OHa 
cpejiajia My3biKy Han kobckoto 3pHMoii. * 

* BTOpaa h TpeTta Hacra «IIIecTOH chmcJ)ohhh» TatmeBajiHCB mhcchc TepeHTBeBOH 
MeHa, noKa a micana 3Ty MOHorpa(J)HK). Boiie, BameHTpeBa, cpepopOBCicaa, 
r onoBHHa h THneBa - Bee ynacTBOBaini b B03poacpeHHH 1947 ropa. BeTBepToe 
ABHaceHHe Hcnonb30Bajiocb pjia «3oh». 
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[] Above: Alexandra Aksenova in Chopin’s seventh “Waltz. ” 

\\ BBepxy: AneiccaHApa AicceHOBa b cepbMOM «Bajibce» IUoneHa. 



In 1948 the studio produced an entirely new program to a scenario worked out by 
Schneider. His concern about the repertory is understandable. The studio could no 
longer survive on Duncan pieces alone. It was Leonid Yacobson who penetrated with 
the deepest insight into the style needed by the Duncan Studio. His “Parade Finale, ’’ 
to Chopin’s “False Brillante, ” cleverly made use of movements taken from Isadora’s 
Chopin pieces. He also created many completely new dances: 

\\ 

B 1948 ropy CTyzpia BbinycTHJia coBepmeHHO HOByio nporpaMMy pna cpempHa, 
pa3pa6oTaHHoro IIlHeHpepoM. Ero 3a6oTa o penepTyape noHaTHa. CTypHa 6ojibine 
He Morna BbDKHBaTb TonbKO Ha KycoHKax ^yHKaH. Hmchho JleoHHp Bko6coh 



rnyEoxo bhhk b cthjib, Heo6xoflHMtiH giw cTyziHH ,II,yHKaH. Ero «EtapaflHBm cf)HHaji» 
k «BajiE.ce EpHJiJiHaHTe» IIIoneHa, jiobko HcnonB30Baji abh^kchh^i AnceflopBi, 

B35iTBie H3 npoH3Be,neHHH IIIoneHa. Oh Taioice co3,naji MHoro coBepmeHHO hobbix 
TaHpeB: 

“Podvig” (“Heroic Deed”) to a prelude of Chopin, “Mother ” to Scriabin, and Zoya. 
The last was really a revelation when I saw it. Terentieva walked alone across the 
stage, her arms seemingly tied behind her back, conveying the tortures she had 
suffered. Later, the girls as peasants carried her tiny body high up with their own 
arms and hands. The audience was deeply moved by the eerie impression of the body 
swaying on the scaffold, but they were moved, not only by memories of their own 
experiences of war, but by the art of the choreographer and the dancer. 

\\ 

«IIoflBHr» («Heroic Deed») Ha npeaionmo IIIoneHa, «MaTB» no CKpaonny, h «3oh». 
IIocjieAHee 6bijio .neHCTBHTejiBHO OTKpOBeHneM, xor^a a 3to yBHAena. TepeHTBeBa 
Hina oflHa nepe3 cueHy, ee pyKH, Ka3anocB, 6bijih cBA3aHBi 3a cnnHoii, nepe^aBaa 
nepeHeceHHBie eio hbitkh. IIo3)Ke, ^eByimcH, Rax npocTBie KpecTB^me, bbicoko HecjiH 
ee KpomenHoe Teno cbohmh pyKaMH. riyoaiiKa dbuia myooKO TpOHyTa >xyTKHM 
BnenaTJieHHeM ot Tejia, noxanHBaiomerocfl Ha 3ma(J)OTe, ho ohh 6bijih TpoHyTBi He 
TOJIBKO BOCnOMHHafflMMH O eoScTBeHHOM BOeHHOM OnBITe, HO H HCKyCCTBOM 
xopeorpa^a h TaHpopa. 

The studio also had in its repertory dances to music by Russian composers expressing 
subjects close to the Russian people at the time of war — “Bravery, ” “Oath, ” 
“Shooting, ” and “Victory. ” These formed a suite reflecting the sentiments of the 
audience. 

\\ 

B penepTyape CTyunn 6bijih h My3BixajiBHBie nporoBeflemni pyccKHx KOMno3HTOpOB, 
Bbipa)KaBHIHX npe^MeTBI, 6jIH3RHe pyCCKHM BO BpeMfl BOHHBi: «Xpa6pOCTB», 
«KnaTBa», «CTpejiB6a» h «IIo6e,zia». Ohh ccf)opMHpOBajiH cioHTy, OTpa^xaiomyio 
nyBCTBa ayzpiTOpHH. 

In the season of1948-49 the studio gave many recitals at the spacious Tchaikovsky 
Concert Hall where it acquired its own audience. Bolshoi Ballet dancers were always 
present in the auditorium. I remember sitting next to Alexei Yermolayev, who was 
deeply interested, though he expressed surprise at the paucity of the dance idiom. 

\\ 

B ce30He 1948-49 cTyzpw ^ajia MHoro KOHuepTOB b npocTOpHOM KoHHepTHOM 3ane 
HMeHH BaiiKOBCKoro, r^e npnoSpena coScTBeHHyio ayuHTopmo. Apthctbi 6aneTa 
EojiBHioro TeaTpa Bcer^a npHcyTCTBOBajin b 3pHTenBHOM 3ane. A noMHio, Kax 
CH^ejia pa/iOM c AjiexceeM EpMOJiaeBBiM, ROTOpBin 6biji rjiyEoxo saHiiTepecoBan, 
xora h BBipajxaji yflHBJieHHe no noBO^y HeflOCTaTxa TaHpeBajiBHOH h^hombi. 
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The dancers had their special fans: Aksenova and Mysovskaya were the public’s 
particular favorites and had to take many curtain calls, sometimes when the lights 
were all but out. The former excelled in both tragic and lyric parts, possessing a rare 



personal magnetism. Essenine had adored her, giving her the name of Kapelka (Little 
Drop). I have a program for the studio’s very last concert, given at the Tchaikovsky 
Hall on April 7, 1949. There was only one dance by Isadora: her “Irish Jig, ” danced 
in green tunics to music of Schubert. 

\\ 

Y TanpopOB 6lijih cboh oco6tie iiokjiohhhkh : AxceHOBa h MbieoBCKaa Sbijih 
(J)aBOpHTKaMH ny6jIHKH, H HM npHXOAHJIOCB IipHHHMaTB MHOrO BBI30B0B, HHOr/ia, 
Kor^a cBeT 6biJi nonra BbiKmoneH. riepBaa OTJiHnanacb KaK TparnnecKOH, Tax h 
jiHpHHecKoii nacT^MH, o6jia,zia5i pe^KHM jihhhbim MaraeTH3MOM. EceHHH o6o)Kaji ee, 
rzb eii HM9 KaneubKa (Little Drop). Y Memi ecTb nporpaMMa nocne^Hero KOHHepTa 
CTy^HH, ASHHoro b 3ane BaiiKOBCKoro, 7 anpemi 1949 ro^a. Hchojihhjih tojibko 
oahh Taneu ot Aiiceaopbi: ee «MpaanacKyio a>KMry», CTaimoBannyio b aeaeiibix 
TyHHKax noa My3biKy LUy6epTa. 

# CoeemcKue manqopbi 

The fact that the studio was closed as a performing unit did not signify the end of the 
Duncan dancers. They continued performing numbers from their own repertory, 
including those of Isadora, until well into the early 1950s when it was time to retire. 
Like any other Soviet dancers, they received pensions. Many of them taught in 
schools and for “artistic gymnastics ” events. 

\\ 

Tot cj)aKT, hto cTyzpM 6biJia 3aicpbiTa ktik HcnojiH HTea be kbh eaunima, He osnaHaaa 
KOHen TaHpopoB /JymcaH. Ohh npoflOJiacajiH HcnojnniTb HOMepa H3 CBoero 
penepTyapa, b tom HHCJie H3 Aiiceaopbi, bhjiotb go Hanana 1950-x roaoB, xoraa 
npHHiao BpeMa yxoanTb Ha neHCHio. Kax h jno6bie apyrne eoBeTCKHe TaHpopbi, ohh 
noaynajiH neHCHH. Mhothc H3 hhx npenoaaBanH b nixonax, h ynacTBOBaan b 
Meponpmnrttix no «xyao>KecTBeHHOH THMHacTHKe». 

The latter is a sphere in which the Duncan Studio has made a considerable 
investment. When, around 1947, this type of sports movement began to be formed, 
Duncan “plastique” served to a great extent as a basis for the gradually developing 
system. In 1947former Duncan pupils were awarded first and second places (both at 
the same time) at the first “Artistic Gymnastic” events held in Tallinn. Since then this 
movement has acquired nation-wide proportions and a technique bordering on 
acrobatics. Nevertheless, even when performing the most difficult feats, Soviet 
gymnasts (I have in mind such champions as Olga Korbut, Lyudmila Turishcheva, 
and a whole legion more) maintain a grace and expressiveness of the entire body that 
can be traced straight back to Isadora Duncan. 

\\ 

IIocneAHee aBaaeTca ccjjepon, b KOTOpyio CTyana ^ymcaH BHecna 3HawrejibHbiH 
BKJiafl. Koraa, npHMepHO b 1947 roay, 3tot bha cnopTHBHoro aBHacemw Hanan 
(J)OpMHpOBaTbca, «njiacTHKa» /JymcaH, b 3HawrejibHOH CTeneHH, nocnyacnjia 
ochoboh gnu nocTeneHHO pa3BHBaiomeHca CHCTeMbi. B 1947 roay, SbiBrnne 
yneHHHbi ^yHxaH Sbijih HarpaacaeHbi nepBbiM h BTOpbiM MecTaMH (o6a 
o^HOBpeMeHHo) Ha nepBbix MeponpnaTHax «Xyao>xecTBeHHOH THMHacTHKH», 
npoxoflHBHiHx b TajuiHHe. C Tex nop 3to aBHaceHne npno6peao oSmeHaHHOHaabHbie 
MacniTa6bi h TexHHKy, rpaHHnamyio c aicpo6aTHKOH. TeM He MeHee, aaace Bbinoamra 



CaMbie CJIOJKHbie TpiOKH, COBeTCKHe THMHaCTKH (a HMeiO B BH^y T3KHX HCMIIHOHOK, 
KaK Oatra Kop6yT, JIioflMHJia TypmpeBa n eige pejibin nernoH), coxpamnoT 
H3«meCTBO H BBIpa3HTeJIBHOCTB BCerO TeJia, KOTOpbie M05KH0 npOCJieflHTb npflMO K 
AMceflOpe Ay nK an. 

[] Far right: After a concert at the Central Army Club in the season of 1947-48. 
Nikolai Podvoysky, who had known the dancers as children, asked to be 
photographed with them. K. is seated in the front row, fourth from the left. Ilya 
Schneider stands in the second row, second from the right. Among the women are: 
Alexandra Aksenova, Elena Terentieva, Elizaveta Belova, Elena Fedorovskaya, Yulia 
Vashentseva. Tenth from the left in the second row is their student Lydia Gicheva. 
WKpaimee cnpaBa: Flocjie KOHpepTa b U,eHTpajiBHOM apMencKOM KJiyde b ce30He 
1947-48 ro,gOB. Fftncojian T[o,hbohckhh, KOTOpbin 3Han TaHpopOB KaK ^eTeft, 
nonpocnn nx c(J)OTorpa(J)HpOBaTbca. K. chjtht b nepBOM p^my, neTBepTbin cneBa. 
FLnbn IIlHeifnep ctoht bo btopom pn^y, BTOpoft cnpaBa. Cpe^n >KeHnjnH: 

AneKcaH^pa AicceHOBa, EneHa TepeurbeBa, EnH3aBeTa EenoBa, EneHa 
ft>eAOpOBCKaa, IOjiim BameHneBa. /I,ecflTOH cneBa bo btopom pn^y nBJineTcn nx 
ynemma JTnnufl TnueBa. 
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[] Above and right: Lydia Gicheva, who came during the studio period and remained 
with the group till the end of its performing days. 

\\ BBepxy n cnpaBa: J1 htthh TnueBa, npnmeflman b CTyflHHHbin nepnofl, n 
ocTaBaBmancn b rpynne go KOHu,a ee BbicTynneHnii. 
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[] Opposite above, “Victorious Banners ’’from the last concert given by the Studio 
named after Isadora Duncan, Elena Terentieva, Maria Mysovskaya, Yulia 
Vashentseva. The music was Tchaikovsky’s First Piano Concerto and the 
choreography was by Leonid Yacobson. 

\\ HanpOTHB, «no6eaiibie 3HaMeHa» c nocaeanero KOHuepTa, KOTOptm aaaa Oryzpui 
HMeHH AMceaopbi /JyHKaH, Eaem TepeHTteBa, MapHa MbicoBCKaa, lOaHa 
BameHiieBa. My3biKa: IlepBbiH KoHpepT a-JM (})0pTeniiaH0 c opKecTpOM 
BaHKOBCKoro, h xopeorpacjma Jleomiaa ^Ko6coHa. 



[] Opposite below: Program of the last performance of the studio at the Tchaikovsky 
Hall, Moscow, April 7, 1949. 

\\ HanporaB BHH3y: IIporpaMMa nocaeanero BBiCTynaenna CTyann b 3ane 
HaiiKOBCKoro, MocKBa, 7 anpenfl 1949 ro^a. 



Her efforts and her perhaps-too-vaguely shaped dreams have come to life in the 
millions of youth filling stadiums all over the country when whole arenas create the 
impression of dancing flowers, waving flags, swaying trees that Isadora envisaged 
when she worked with those children from the Red Stadium. 

\\ 

Ee ycHaiM h, bo3mo>kho, ee, cjihhikom CMyraBie mchtbi, boiuiotiijihcb b >kh3hb, Ha 
MHJuiHOHax MOJio/ie5KHBix CTa/jHOHOB no Been cTpaHe, Kor/ja penBie apeHBi co3/iaK)T 
BnenaTJieHHe TaHuyiomHx hbctob, ii, pa3MaxHBaa (JmaraMH, KanaiomHeca /jepeBBa, 
KOTOpBie AiiceAOpa npeABH^ejia, xor^a pa6oTana c 3thmh agtbmh c KpacHoro 
CTa/iHOHa. 

As always, Isadora was ahead of her time. After her death, Lunacharsky published a 
tribute containing a remarkable analysis of her art and especially of its philosophy. 
In “Reminiscences of Isadora Duncan, ” he wrote that had the more quiet and more 
luxurious times, needed for the support of Isadora’s noble intentions, arrived some 
ten to fifteen years earlier: “I think that Isadora would have played a very important 
role, not merely ri our aesthetic culture, but in our physical culture as a whole. 
Unfortunately, we are not presently in a position to set the problem of applying 
Isadora’s ethical choreography within certain limits. I think this will come. But in 
those times—when Isadora Duncan wanted to give us all her forces, all her life, and 






tried to assemble thousands of workers’ children to teach them freedom of movement, 
grace, and the expression of exalted human feelings—all we could do was to thank 
her platonically, render her paltry help, and in the end, sadly shrugging our 
shoulders, just tell her that our circumstances were too severe for us to work on such 
problems. ”[28] 

\\ 

Kaic Bcer^a, AMce^opa onepe^HJia cBoe BpeMn. Ilocjie ee CMepra, JlyHanapCKHH 
onySjiHKOBan nproHaTejibHyio cTaTbio, coflep^Kamyio 3 aMeHaTejibHbiH aHajiH 3 ee 
HCKyecTBa h ocoSeHHO ee (J)hjioco(|)hh. B «BocnoMHHafflM 06 AMce^ope ,Z],yHKaH» 
[HanenaTaHHbix b cSopHHKe «ryn 3eMJiH» (JL, H3A. «KpacHOH ra3.», 1928, c. 37-40)] 
oh nncaji, hto 6 onee cnoKOHHbie h pocKoniHbie BpeMeHa, HeoOxoflHMbie jgin 
noAflep>KKH Ojiaropo^Hbix HaMepeHHH Anceflopbi, HacTynHJiH aecaTb-njiTnajuaTb 
jieT Ha3a/i: «Si ^yMaio, hto AMce^opa cbirpajia 6 bi oneHb Bamiyio ponb, He tojibko b 
Ham eii acTeTHHecKoii KyjibType, ho h b Hameii cf)H3HHecKOH KyjibType b pejiOM. K 
co)KajieHHK), b HacTO^mee BpeMn, mbi He b coctouhhh nocTaBHTb npo 6 neMy 
npHMeHeHH^ STHHecKoii xopeorpa(])HH Anceflopbi b onpeflejieHHbix npe^enax. Si 
AyMaio, hto 3to npH^eT. Ho b Te BpeMeHa, Kor^a Ance^opa ^yHKaH xoTejia OT^aTb 

HaM Bee CBOH CHJIbI, BCK) CBOK) 5KH3HB, H nbITanaCb eoOpaTb TbICIIHH AeTeil paOOHHX, 
HTOSbl HayHHTb HX CBOdogQ nepe^BH>KeHH5I, H3MHieCTBy H Bbipa)KeHHK) 
B03BbIHieHHbIX HeJIOBeHeCKHX HyBCTB - Bee, HTO Mbi MOTJ1H CfleJiaTb, flOJHKHbl 6bIJIH 
noSjiaroAapHTb ee njiaTOHHHecKH, oica3aTb eii HHHTo^KHyio noMOipb, h, b KOHue 
kohhob, nenajibHO no>KaB nnenaMH, npocTO CKa3aTb eii, hto Harnn oOcTOUTejmcTBa 
6buiH cjihhikom cypoBbiMH giw Hac, HTOObi paooTaTb nan TaKHMH npo6jieMaMH».[28] 

So can one say that Duncan’s pioneering work was wasted? I only hope that for her 
centennial all her former pupils will join forces to make some serious and lasting 
record of her dances and system with the help of dance notation, film, and video-tape, 
preferably teaching these dances to a group of girls as young and beautiful as they 
were in those happy years when they were dancers of the Isadora Duncan Moscow 
School and Studio. 

\\ 

Mojkho jih CKa3aTb, hto HOBaTOpCKan paOoTa /fymcaH 6braa HanpacHOH? Si tojibko 
H a^eiocb, hto k ee ctojicthio, Bee ee ObiBHine yneHHKH oObcahhut cboh ycHJimi, 
hto6bi c^ejiaTb cepbe3Hbie h fljiHTejibHbie 3anncH o ee TaHpax h CHCTeMe, c 
noMombK) TaHu,eBajiBHOH 3anncH, (JmjibMa h BH^eoKacceTbi, npeAnoHTHTejibHO, 
o6ynan sthm TaHu,aM rpynnbi neBoneK, TaKiix >Ke mohohbix h KpacHBbix, KaKHMH ohh 
eaMH SblJIH B Te CHaCTJIHBbie TOflbl, KOT^a 6bIJIH TaHU,OBIH,HU,aMH Mockobckoh 
hikojibi h CTy^HH Anceflopbi Ay nK 'an. 
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# Appendix 1 

The Performing Group of the Isadora Duncan Moscow School 

Maria Borisova, 1910- 

Elizaveta Belova, 1910- 

Yulia Vashentseva, 1911- 

Valentina Boye, 1912- 

El ena Terentieva, 1913- 

Lily Dikovskay a, 1913- 

MariaMy sovskay a, 1913- 

Tamara Semenova, 1913- 

In Memoriam 

Tamara Lobanov shay a, 1912-1939 
Maria Toropchenova, 1911-1943 
Doda Ozhegova, 1910-1948 
Alexandra Aksenova, 1911-1958 

Later additions: 

Vera Golovina, 1912-; accepted 1926from former Red Stadium pupils 
Elena Fedorovskaya, 1913-; joined parallel group 1922. 

Boye remained with the studio until 1940. 

Lobanovskaya was artistic director of the studio from 1930 to 1939; the last artistic 
director was Terentieva. 

Opposite above: Anna Pavlova in “The Night. ” From a painting by H. Thomas 
Maybank. 




# Appendix 2 


Isadora Duncan and the Bolshoi Ballet School 
AMce^opa AynKan h oaneTiiaa niKOJia Eojibhioto 

In those difficult years at the Bolshoi Ballet School it was Vassily Tikhomirov, 
Alexander Gorsky, and Yekaterina Geltser who spared no energy in the task of 
safeguarding this important fount of Russian dance heritage. In 1918 the school had 
been officially closed and a military evacuation hospital installed in its classrooms. 
But the big rehearsal hall on the top floor remained unoccupied. Tikhomirov came 
there every morning and, sitting in his fur coat and warm galoshes, taught a class to 
girls whose graduation class was interrupted by the wartime chaos. It goes without 
saying that he got no remuneration for his teaching. 

\\ 

B Te TpyuHtie to^bi, b Eojibihom xopeorpa(|)HHecKOM yHHJiHme, BacHJiHH 
Thxomhpob, AneKcaHflp ropcKHH h EicaTepHHa Teabuep He ncanejiH chji jgin 
coxpaHeHHa stoto Bamioro HCTOHHHtca pyccicoro TaHpeBajibHoro HacjieflHH. B 1918 
ro/iy niKOJia 6bina o(J)HHHajibHO 3aKpbiTa, h b ee KJiaccHbix KOMHaTax 6biji 
ycTaHOBJieH BoeHHO-3BaicyaHHOHHbiH rocnHTajib. Ho Sojibihoh peneTHHHOHHbiH 3an 
Ha BepxHeM STance ocTaBancn He3amiTbiM. Thxomhpob npnxoflHJi Ty/ia KajK^oe yTpo 
h, ch pH b cBoeii my6e h Tennbix rajiomax, Ben ypox jgw AeBoneic, BbinycKHOH KJiacc 
KOTopbix 6bm npepBaH xaocoM BoeHHoro BpeMeHH. CaMO co6oh pa3yMeeTcn, hto oh 
He nojiyHHJi B03Harpa>K,neHHe 3a CBoe npeno^aBaHHe. 

Simultaneously he and Gorsky incessantly addressed appropriate organizations with 
requests to re-open the school, emphasizing that without it the Bolshoi Theatre would 
be deprived of its constant supply ofprofessional dancers. Lunacharsky asked that 
the arguments be put on paper by July 16, 1919, in a “project for the organization of 
the Theatre School. ”[29] This was done in the spring of1920, and the new statute of 
the State Ballet School was approved by the Commissariat for Education; while in 
the fall the school, reformed according to the unified programs for intermediate 
education, opened its doors. 

\\ 

OflHOBpeMeHHO, oh h TopcKHH, HenpepbiBHO oSpaipajiHCb b cooTBeTCTBytoniHe 
oprammuHH c npocbSon bhobb OTKpbiTb nncojiy, noflHepKHBan, hto 6e3 stoto 
Eojibihoh TeaTp 6y/ieT jnnneH nocTonHHoro 3anaca npo(J)eccHOHajibHbix TaHpopoB. 
JlyHanapcKHH nonpocnji, hto6bi apryMeHTbi 6bijih rojionceHbi Ha SyMare po 16 hiojw 
1919 ro^a b «npoeKTe no oprammHHH TeaTpanbHoro yHHJiHma».[29] 3to 6bijio 
c^eJiaHO BecHoii 1920 ro^a, h hobbih ycTaB TocyflapcTBeHHOH OaneTHon hikojibi 6biji 
npHHHT h yTBepnc^eH KoMHceapnaTOM no o6pa30BaHHio; b to BpeMn Rax oceHbio 
niKOJia, pe(J)opMHpOBaHHan b eooTBeTCTBHH c eflHHbiMH nporpaMMaMH cpe^Hero 
o6pa30BaHHn, OTKpbraa cboh flBepn. 

But one had to be fired with plenty of enthusiasm to attend it. The four-story building 
was unhealed. Long, black pipes from temporary stoves, known as bourgeoulkas, 
stretched all over the staircases, dripping liquid soot. The pupils had to come to class 
in warm blouses, shawls, and gloves, removing them one by one during the warm-up. 
High felt boots (valenki) were donned immediately after the lesson, while sha wls 



were returned to cover the shoulders tor tear ot colds. Yet under these conditions the 
children studied willingly and with inspiration instilled in them by Tikhomirov. He 
was genuinely fond of children and concerned about their welfare. It took him many 
trips to the Commissariat of Education to prove that children, studying in ballet class 
during the day and participating in Bolshoi Theatre performances at night, needed 
some additional food, but he got it for them. 

\\ 

Ho HyacHO 6 bijio oSna^aTt Sojibihhm 3my3Ha3MOM, hto 6 bi nocemaTB 3 to 3aBe,neHHe. 
HeTbipex3Ta>KHoe 3^aHHe He OTanjiHBajiocb. ^jiHHHbie nepHbie TpySbi H3 BpeMeHHbix 
neneH, H3BecTHbix xax « 6 ypacyhxH», THHyjiHCB no jiecTHHpaM, xanaa acH^xon caaceh. 
YneHHKH noH/Kiibi 6 biJin npuxoHHTb Ha sainiTMfl b Tenjibix oaysKax, nnaTxax h 
nepnaTxax, cnuMaa hx ohmii 3a npyruM bo BpeMa pa3MHHKH. Cpa3y nocjie ypoxa 
Ha/ieBajin BbicoKHe bbhchkh (high felt boots), a njiaTKH B03BpamajiHCB, hto 6 bi 
npHKpbiTb njienH ot npocTynBi. H Bee ace, b 3thx ycjiOBHax, .gera yHHJiHCB oxotho h 
c BfloxHOBeHneM, KOTopbie BHymaji hm Thxomhpob. Oh HCKpeHHe jhoShji ^eTeh, h 
3a6oTHJica 06 hx SjiaronojiyHHH. EMy noTpeboBanocb mhoto noe3,nox b 
K oMHccapnaT npocBememni, hto 6 bi ,zioxa3aTB, hto ,geTHM, KOTopbie yHHJiHCB b 
S ajieTHOM KJiacce flHeM, h ynacTBOBajiH b cnexTaxjiax Bojibhioto TeaTpa hohbio, 
TpeboBanocb ^onojiHHTejibHoe nHTaHne, h oh, b pe3yjibTaTe, nojiyHHJi ero fljia hhx. 
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Perhaps it is a pity that the two schools did not maintain any contact. But Isadora 
was herself, in no small measure, responsible for this. In that first Russian article, 
“Art for the Masses, ” she not only pronounced a diatribe against ballet as a whole, 
but made a rather unfortunate statement to the effect that men in ballet were 
effeminate. And she said this of the Bolshoi, which has produced male dancers that 
were the personification of manliness and where the masculine traditions are being 
both developed and multiplied. 

\\ 

Bo3mo)kho, oneHb acajib, hto flBe hikojibi He noflflepacHBajiH HHxaxnx xoHTaxTOB. Ho 
Ance^opa 6biJia b HeMajioh cTeneHH OTBeTCTBeHHa 3a 3 to. B toh nepBoii pyccxoii 
CTaTbe «HcKyccTBO fljia Macc», OHa He tojibko npOH3Hecjia AHaTpnby (MOpanBHO- 
<j)HJioeo(j)CKaa nponoBe,zp>, pe3xaa acenHHaa xpHTHxa) npOTHB 6aneTa b pejiOM, ho h 
c^ejiajia ^obojibho HeyzjaHHoe 3aaBJieHHe o tom, hto MyacHHHbi b 6aneTe 6 bijih 
aceHonoflobHbi. H OHa cxa3ajia 3to o Bojibhiom TeaTpe, KOTOpbih co3flaji TaHpopoB 
MyaccKoro nona, KOTopbie 6 bijih ojiHHeTBOpeHneM MyacecTBeHHOCTH, h r^e MyaccKHe 
TpaflHH,HH pa3BHBaJIHCB H yMHoacajiHCb. 

Isadora also implied in her article that, inasmuch as Russian ballet had undergone a 
reform brought about by her ideas, it would be only just that she “stand at the head 
of a new school, new in every sense of the word. ” This was too much for Tikhomirov. 
When preparing his archive for publication, I found a draft of a letter that he may, or 
may not, actually have sent to Izvestia in reply to Isadora’s statement. This is how it 
started: 

\\ 

Ahceflopa Taxace HaMexana b cBoeii CTaTbe, hto, nocxojibxy pyccxHH 6aneT 
npeTepnea pecf)opMy, BBi3BaHHyio ee H^eaMH, SygeT b HTore jihihb to, hto OHa 



«BCTaHeT bo ruaBe hoboh niKOJiti, hoboh bo Bcex CMticnax stoto cnoBa». 3 to 6bijio 
y>Ke cjihiiikom THxoMHpOBa. IIpH no^roTOBKe ero apxHBa k ny6jinKau.nn, n 
oBmpyrnuia nepHOBHK nncBMa, KOTOpoe oh, MO>xeT 6bitb, oTnpaBHJi, a MO>xeT, h 
H eT, b «H3BecTH>i», b OTBeT Ha 3aaBJieHHe AHce^opti. Bot Kax oho Hanajiocb: 

“Isn’t it surprising that an actress who says today that she has nothing in common 
with ballet, tomorrow is ready to admit that her influence may be found in every 
dancer and that ballet is most closely tied to her, and therefore she should be put at 
the head of the Russian choreographic school, for which purpose the Soviet 
government is obliged to provide considerable sums for the satisfaction of her 
fantasy. ”[31] 

\\ 

«Pa3Be He ynHBHTejiBHO, hto aKTpnca, KOTOpan roBopHT cerofliw, hto OHa He HMeeT 
HHnero o6mero c 6ajieTOM, 3aBTpa roTOBa npH3HaTB, hto ee BJiHHHHe MO>xeT 6bitb 
Han^eHO b Ka^K^OM TaHpope, h hto 6ajieT Han6ojiee TecHO cBH3aH c Hen, h nosTOMy 
OHa AOJHKHa 6 bitb nocTaBJieHa bo raaBe pyccKOH xopeorpa(f)HHecKOH hikojibi, hhh 
nero eoBeTCKoe npaBHTejibCTBO o6n3aHO npeflOCTaBHTb 3HanHTejibHbie cyMMbi gsin 
yflOBJieTBopeHHH ee cf)aHTa3HH.»[31] 

Tikhomirov went on to say that while he and his colleagues had given due 
recognition to all that was valuable in Duncan’s art ever since her first appearance 
in Russia, he never experienced her influence and never used her ‘fantasies. ” The 
venerable master could have spoken only on his own behalf. Disciple of Christian 
Johansson and Pavel Gerdt that he was, he remained true to classical ballet (of the 
Russian school) to the end. 

\\ 

^ajiee Thxomhpob CKa3aji, hto, xotji oh h ero KOJinern aojdkhbim o6pa30M nproHajin 
Bee, hto 6biJio ueHHO b HCKyecTBe ^yHKaH, c MOMeHTa ee nepBoro nouBJieHHn b 
Pocchh, oh HHKorfla He HcnbiTbiBaji ee bjihhhhh, h HUKor^a He Hcnojib30Baji ee 
«(J)aHTa3HH». IIOHTeHHblH MaCTep MOT TOBOpHTb TOJIbKO OT CBOeTO HMeHH. YHeHHK 
KpucTHaHa HoxaHceoHa h IlaBJia Tep^Ta, KOTOpbiM oh 6liji, oh ocTaBancn BepHbiM 
KJiaccHHecKOMy 6ajieTy (pyccKOH hikojibi) go Komia. 

But others of the Bolshoi Ballet did not remain untouched. Gorsky’s entire course 
changed after he saw Duncan dance. Not only was he inspired with her ideas (and 
those of Stanislavski too) but, being less inventive than Fokine, he actually copied her 
typical steps. The “skip, ” that in ballet language would be a hop with the working leg 
en tire-bouchon, recurred in many of his dances. Moscow ballerinas, like Vera 
Karalli, started dancing “a la Duncan ” after Isadora’s second visit to Moscow in 
1908. This was direct copying. But Isadora was right when she said that every 
dancer, perhaps unconsciously, introduced her ideas. Anna Pavlova, who was never 
overly enthusiastic about Isadora, started dancing differently after Isadora’s 
Petersburg appearances. Suffice it to look at Pavlova in her dance titled “Night ” to 
music by Rubinstein. 

\\ 

Ho Apyrne 6ajieTHbie Bojibhioto TeaTpa He ocTajincb He3aTpoHyTbiMH. Becb Kypc 
TopCKoro H3MeHHJiCH nocjie toto, KaK oh yBHjieji TaHeu, ,II,yHKaH. Oh 6biji He tojibko 
BfloxHOBJieH ee (h n/jeaMH CTaHHCJiaBCKoro), ho h, 6y/iyHH MeHee 



H3o6peTaTejitHbiM, neM cDokhh, oh (JtaKTHnecKH cKonHpoBan ee THnHHHbie marn. 
«IIoackok», KOTOpbiH Ha SajieTHOM «3biKe 6biJi 6bi npbDKKOM c pa6oueii HoroL b 
«niTonop» (THp-6ymoH, en tire-bouchon), noBTOp^Jica bo MHornx ero TaHpax. 
MocKOBCKHe SajiepHHbi, Kaic h Bepa Kapamin, HauajiH TaHqeBaTb «a im AynKan» 
nocjie BTOporo BH3HTa Ance^opbi b MocKBy b 1908 ro^y. 3 to 6bijio np^Moe 
KonHpOBaHHe. Ho Ahcenopa 6bina npaBa, Korna cica3ajia, hto Rabbin Tamjop, 
B03M05KH0, Heoco3HaHHO, npe,ncTaBHJi ee H^en. AHHa naBnoBa, KOTOpaa HHKor^a He 
6biJia b BOCTOpre ot Aiice,nopbi [jiojkb!], Hauajia TaHqeBaTb no-flpyroMy, nocjie 
no^BJieHH^ AHce^opbi b neTepSypre. ^ocTaTOHHO B3rji^HyTb Ha naBJioBy b ee TaHne 
nofl Ha3B3HHeM «Ho i ib» Ha My3biKy PyonnuiTeHiia. 
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ClIHCOK HM6H 


BaneHTHHa Bone 
Bepa ronoBHHa 
EneHa TepeHTbeBa 
EneHa cpeflOpOBcican 
JEriTHfl riBieBa 
Map ha MbicoBCKaa 
lOnnn BameHueBa 
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Below: Picnic on the Sparrow Hills, 
summer, 1923. 

Front row, left to right: 

Elena Terentieva, 

Moura Babad, 

Evgenia Ovsiannikova. 

Sitting in the center, knees touching, is 
Maria Mysovskaya. 

To her left, 

Kyra Khachaturova. 

The adult girl on the left is 
Valia Petrishcheva, one of the Russian 
pupils from Isadora’s school in 
Bellevue. She was re-patriated after 
World War 1 and taught at the Moscow 
school, 1922-23. 

\\ 

Bmi3y: IIhkhhk Ha BopoSbeBbix 
ropax, jieTOM 1923 ro^a. 

B nepBOM p^my, cjieBa HanpaBo: 

EneHa TepeHTbeBa, 

Moypa Ea6afl, 

EBreHHfl OBCflHHHKOBa. 

Ch^ht b ueHTpe, kojichh TporaTenbHO, 
MapHfl MbicoBCKan. 

CneBa ot Hee, 

Km pa XanaTypoBa. 

B3pocnbie ^eByniKH Ha neBOH cTOpOHe 
Bann IleTpHHieBa, o^Ha H3 pyccKHx 
yneHHH H3 hikojibi Ance^opbi b Benbio. 
OHa 6bina penaTpHHpoBaHa nocne 

IlepBOH MHpOBOH BOHHbl H 
npenoflaBana b Mockobckoh niKOJie, 
1922-23. 
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Below: Irma Duncan with her pupils, 
Moscow, 1925. Irma is in the center 
with 

Lida Lozovaya. 

To her left is the senior group - among 
them 

Elizaveta Belova, 

Maria Toropchenova, 

Tamara Lobanovskaya, 

Yulia Vashentseva. 

To the left is the junior group - 

including 

Elena Terentieva, 

Maria Mysovskaya, 

Evgenia Ovsiannikova, 

Tamara Semenova. 

\\ 

BHH3y: HpMa ^ymcaH co cbohmh 
yneHHKaMH, MocKBa, 1925 rog. HpMa 
HaXOflHTCfl b HeHTpe c 
Jln^a JIo30Ban. 

CneBa ot Hee CTapman rpynna - cpe^H 
HHX 

EnroaBeTa EenoBa, 

Mapnn ToponneHOBa, 

TaMapa JTo6aHOBCKan, 
lOnnn BameHHeBa. 

CneBa Mna^man rpynna - b tom nncne 
EneHa TepeHTbeBa, 

Mapnn MbicoBCKan, 

EBTeHHn OBCnHHHKOBa, 

TaMapa CeMeHOBa. 
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Right: Schubert’s "Waltz with a Scarf. 
Left to right: 

Elizaveta Belova, 

Maria Mysovskaya, 

Alexandra Aksenova, 

Elena Fedorovskaya, 

Evgenia Fedorova. 

Pictured is a performance of 1947. 

\\ 



CnpaBa: "Banbc c mapcf)OM" IIIySepTa. 
CneBa HanpaBo: 

EnH3aBeTa EenoBa, 

Map ha MbicoBCKaa, 

AjieKcaH^pa AKceHOBa, 

EneHa OeflOpoBCKaa, 

EBreHHn cPe,nopOBa. 

H3o6pa>KeHHHe c^ejiaHO b 1947. 
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Far right: "The Three Graces". Left to 
right: 

Valentina Boye, 

Tamara Lobancvskaya, 

Alexandra Aksenova. 

\\ 

CnpaBa: "Tpn rpannn". CneBa 
HanpaBo: 

BaneHTHHa Bone, 

TaMapa JIo6aHOBCKan, 

AneKcaH^pa AKceHOBa. 
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Far left and right: 

Elena Fedorovskaya. 

Left: With the workers ’ children at the 
Red Stadium. Holding the banner: 
Alexandra Aksenova, left, and 
Elizaveta Belova. 

Center pair: 

Maria Borisova and 
Natasha Nekrasova. 

Between them, 

Maria Toropchenova. 

Behind Nekrasova, 

Tamara Lobancvskaya. 

From left to right, the banners 
announce: "The Red Stadium of Trade 
Unions and the Young Communist 
League the school slogan, "A Free 
Spirit Can Exist Only in a Freed 
Body"; "Duncan School". 

\\ 

Ha Kpaio cneBa n cnpaBa: 

EneHa cPeflOpoBcican. 


CneBa: C AeTbMH paBonnx Ha KpacHOM 
CTa^HOHe. ^epncamne Samiep: 
AneKcaHflpa AKceHOBa, cneBa h 
E nroaBeTa EenoBa. 

Cpe^Hnn napa: 

Mapnn EopncoBa h 
HaTarna HeKpacoBa. 

Menc^y hhmh 
M apnn ToponneHOBa. 

3a HeKpacoBoii, 

TaMapa JTo6aHOBCKan. 

CneBa HanpaBo, 6aHHepbi: "Obo no 
CTP. MEKfi. KPACHOTO 
CTAflHOHA nP0cEC0I030B H 
KOMCOMOJlA»; no3yHr niKonbi 
"CBOEOflHBIH fiYX MOTKET 
BBITB TOJ1BKO B 
OCBOEOTfCTTEHHOM TEJ1E", 
"IUKOJIA AYHKAH)). 

Below: The Isadora Duncan School at 
the Red Stadium, 1924. Front row, left 
to right: 

Kyra Khachaturova, 

Evgenia Ovsiannikova (behind her, 
May Peters), 

Elena Fedorovskaya (Elizaveta 
Belova), 

Alexandra Aksenova, 

Valentina Boye (Yulia Vashentseva), 
tail girl - 

Maria Borisova (in front of her, 

Elena Terentieva), 

Maria Mysovskaya (behind her, 

Maria Toropchenova), 

Tamara Lobancvskaya, (Natasha 
Nekrasova). 

The four small girls on the right of the 
front line: 

Lida Lozovaya, 

Lida Shishkova, 

Tamara Semenova, 

Moura Babad. 

The first girl on the left in the second 
row remains unidentified. 

\\ 



Bmi3y: IIlKOJia AMce^opti ,II,yHKaH Ha 
KpacHOM cTa^HOHe, 1924. B nepBOM 
p^my, cjieBa HanpaBo: 

Knpa XanaTypOBa, 

EBremni OBc^HHHKOBa (no3aflH Hee, 
Mail IleTepc), 

EjieHa (EeflOpOBCKaa (EmmBeTa 
EejioBa), 

AjieKcaHflpa AKceHOBa, 

BajieHTHHa EoMe (lOjimi BameHHeBa), 

BLicoKaa aeByuiKa - 

Mapmi EopHCOBa (nepe^ Hen, 

EjieHa TepeHTteBa), 

Mapmi MbicoBCKaa (no3a,nH Hee, 
Mapmi ToponneHOBa), 

TaMapa JIoEaHOBCKaa, (HaTarna 
HeKpacoBa). 

Berape MajieHbKHe ^eBOHKH Ha 
npaBoii Hacra nepe^HeH jihhhh: 

Jln^a Jlo30Baa, 

JlHfla IIlHHIKOBa, 

TaMapa CeMeHOBa, 

Moypa Ea6afl. 

ElepBaa ^eByniKa cneBa bo btopom 
pa^y ocTaeTca Heono3HaHHoii. 
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Far right: The pupils just before their 
departure for China. The girls are in 
uniform, though some are wearing 
their winter coats while others are 
dressed for spring. Ilya Schneider is 
with them. 

Front row of girls, left to right: 

Maria Mysovskaya, 

Lily Dikovskaya, 

Tamara Semenova, 

Elena Terentieva, 

Tamara Lobanovskaya, 

Mario Borisova, 

Alexandra Aksenova. 

Second row: 

Valentina Boye, 

Elizaveta Belova, 

Doda Ozhegova, 

Yulia Vashentseva, 

Maria Toropchenova 


\\ 

CnpaBa: YneHHKH nepe/i hx 
OTnpaBJieHHeM b Karram /JeBynncH b 
BOeHHOH (J)OpMe, XOTfl HeKOTOpbie H3 
hhx o^eTbi b 3HMHHe najibTO, a ^pyrne 
o^eTbi no BeceHHeMy. Hnmi IIlHaiEiep 
C HHMH. 

IlepeflHHH pafl fleByrnex, cneBa 
HanpaBo: 

Mapmi MbieoBCKaa, 

JlHJIH ^HKOBCKaa, 

TaMapa CeMeHOBa, 

EjieHa TepeHTbeBa, 

TaMapa JIo6aHOBCKaa, 

Mapno EopncoBa, 

AjieKcaHflpa AKceHOBa. 

BTOpOH p 5LJP. 

BajieHTHHa Bone, 

EjiH3aBeTa EejioBa, 

/],Ofla CbiceroBa, 
lOjimi BameHHeBa, 

Mapmi ToponneHOBa 
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The Performing Group of the Isadora 
Duncan Moscow School 
Maria Borisova, 1910- 
Elizaveta Belova, 1910- 
Yulia Vashentseva, 1911- 
Valentina Boye, 1912- 
Elena Terentieva, 1913- 
Lily Dikovskaya, 1913- 
Maria Mysovskaya, 1913- 
Tamara Semenova, 1913- 
In Mem or iam 

Tamara Lobanovskaya, 1912-1939 
Maria Toropchenova, 1911-1943 
Doda Ozhegova, 1910-1948 
Alexandra Aksenova, 1911-1958 
Later additions: 

Vera Golovina, 1912-; accepted 1926 
from former Red Stadium pupils 
Elena Fedorovskaya, 1913-; joined 
parallel group 1922. 

Boye remained with the studio until 
1940. 



Lobanovskaya was artistic director of 
the studio from 1930 to 1939; 
the last artistic director was 
Terentieva. 

\\ 

KoHuepTHaa rpynna Mockobckoh 
niKOJibi Aficeflopbi /JyHicaH 
Mapnn EopucoBa, 1910 - 
EnH3aBeTa EenoBa, 1910 - 
IOjijm BameHueBa, 1911 - 
BaneHTHHa EoSe, 1912 - 
EneHa TepeHTteBa, 1913 - 
Jinan ^HKOBCKan, 1913 - 
Mapnn MbicoBCKaa, 1913 - 
TaMapa CeMeHOBa, 1913 - 
B naM^TH 

TaMapa JIo6aHOBCKan, 1912-1939 


Mapnn ToponneHOBa, 1911-1943 
0>KeroBa, 1910-1948 
AaeKcaH^pa AKceHOBa, 1911-1958 
npHCoeflHHHUHCb no3nce: 

Bepa TonoBUHa, 1912-; npnmrra b 
1926 H3 6bibiiihx yneHHKOB KpacHoro 
CTa^HOHa 

EneHa Oe^opOBCKan, 1913 -; 
npHCoeflHHHnact 113 napannentHon 
rpynnbi 1922 ro^a. 

Eone ocTaBacb b CTyziHH %o 1940 ro^a. 
JIoSaHOBCKan 6tm xyfloncecTBeHHBiM 
pyKOBO^HTeneM CTyzjnn c 1930 no 
1939; 

IIocneflHHM xy/ioncecTBeHHBiM 
pyKOBO^HTeneM 6tma TepeHTteBa. 



H BUCTynUtHHflM CT/flM* flYHKAH 

Orfjtiln »rui tjiiiij, cwium mn 


IIpeHHCTeHKa 20: IIlKOJia Afice^opbi ^yHKaH b Mockbc. / PocnaBJieBa HaTajimi 
IleTpoBHa; Ilep. c aHrn. A.IIaHOB; Ilofl pe^. O.Tpynb. C hjiji. - Camcr- 
IleTepOypr : H3fl. "KnaccHKa-Mo^epH" KyjibTypHMH IJeHTp Hhctmx HcKyccTB 
hmchh Aiiceflopbi /JyHKaH [,ZI,yHKaH-IJ,eHTp], 2019. 
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Prechistenka 20. The Isadora Duncan School in Moscow. /Natalia Petrovna 
Roslavleva; Translation from English by A.Panov; Edited by O. Troul. Illustrated. - 
St. Petersburg: ClassicA-Modern Edition, Isadora Duncan Cultural Center for Pure 
Arts [Duncan Center], 2019. 








